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nPE^HCJIOBHE 

^HTaTenH 3cce HpMM ^yHKaH o nnonepcKiix roAax AMce^opti AynKan, bo3mo)kho, 
no)KejiaeT 3HaTt Koe-HTO o coGctbchhoh Kapbepe aBTOpa, KaK oahoh H3 nepBbix 
«mojioaux xy/io)KHHKOB», o6yneHHbix AHce^opoii TaHi;eBaTb b ycnoBHux cbo6oam 
"h SbiBmeii npexpacHbiM npHMepOM ajm Bcex ocTaubHbix AeTeii b stom MHpe". Mbi 
y3HaJIH, HTO MHCC ^yHKaH, KOTOpblH C MHJIOCTHBOH meApOCTbK) flajia B 6H6jIHOTeKy 
He TOJibKO bck) ee KOJiJieKHHio naMMTHbix Bemeii ^ymcaH, ho h nojie3Hbie CBeAomni 
ee 3HaHHH o AaTax, o cbh3h h BHyrpeHHeH jiorHKe 5 kh3hh Ance^opbi, totobhtch k 
H 3AaHHio tom ee coScTBeHHbix MeMyapOB, h b otbct Ha Ham 3anpoc OHa 6biJia pa^a 
AaTb HaM ee SbicTpoe onncaHHe ot pmKAeHHn ao 6paxa. 

"51 poflHJiacb 26 <j)eBpajia 1897 ro^a b 3eMJie IIIjie3BHr-rojibHiTeHH, Hexane ko ot 
raM6ypra", - Hanana OHa. He3aAOJiro ao ee bocbmoto aha pmKAeHHn OHa cTajia 
yneHHHeH Ance^opbi ,2,yHKaH h nojiyHHJia cTiineHAHio b ee nimne b rpKmeBanbA 
6jih3 BepjiHHa. "51 CAenaji cboh Ae6ioT TaHH,a KaK yneHHK mKOJibi AHce^opbi /JymcaH 
b KopojieBCKOM onepHOM TeaTpe (Krolls) 20 hiojhi 1905 roAa b EepjiHHe". C 
AiiceAOpOH OHa CTajia npHMepOM TaHu,eBajibHOH ayAHTopHH b Sojibihoh nacTH stoto 
MHpa - "Ha cHeHax no Been EBpone, Pocchh h AMepmce". B 14 jieT OHa caMa Hanajia 
npeno^aBaTb. 

"B 1917 rofly Ance^opa 3acTaBHJia Memi H3MeHHTb Moe hmm c HHHa E6pmi- 
rpHMMe Ha HpMa ^ymcam 3 to 6bijio c^ejiaHO Ha 3aKOHHbix ocHOBamnix nepe3 cyA 
Hbio-Hopica, a ee HaMepeHHe coctohjio b tom, htoSm npnmiTb mecTb ee 
opHTHHajibHbix yneHHH, KaK ee Aonepeii." B 1918 roAy 3 th mecTb yneHHH 
o6pa30BajiH eaMOCTOirrejibHyio rpynny, H3BecTHyio KaK TaHu,opbi AHce^opbi 
^ymcaH, KOTOpaa BnepBbie nouBHJiacb b KapHern-xojin, b HiOHe [1918 ro^a], B 1921 
to Ay no npHTJiameHHK) eoBeTCKoro npaBHTenbCTBa, HpMa OTnpaBHJiacb b Pocchio c 
A iiceAOpOH, hto6bi noMonb eii ocHOBaTb mKOJiy TaHH,a; b Hen OHa npenoAaBajia b 
T eneHne ceMH JieT. "51 CAenajia cboh AeOioT b KanecTBe cojibhoto hc nojTHHTejis c 
Moeii co6cTBeHHoii rpynnoii yneHHKOB b Comedia, SbiBineM TeaTpe Kopm b Mockbc 
29 anpemi 1923 r. nocne CMepTH AilceAOpbi b 1927 to Ay n 6biJia pyKOBOAHTeneM 
3 toh TH KOJTbT ao 1930 roAa, 3aTeM a coBepmHJia noe3AKy c 10 HJieHaMH Moeii mKOJibi 
b CoeAHHeHHbie IIlTaTbi bo BpeMn ce30Ha 1928-29 h 1929-30 toaob. B 
npoMOKyTKax n nouBHJiacb c Moeii rpynnoii, H3BecTHOH KaK AiiceAOpbi ,3,yHKaH 
Tamjopbi Mockbbi, b napn>Ke h Jle Tyice, OpamjH^. KorAa 10 hjichob Moeii Tpynnbi 
6biJiH npHHyAHTenbHO B03BpameHbi b Pocchio eoBeTCKoii BnacTbio, n pemnjia 
ocTaTbca b CoeAHHeHHbix IIPraTax h o(J)opMHTb rpa>KAaHCTBo". Mhcc ^ymcaH CTajia 
aMepHKaHCKHM rpa)KAaHHHOM b 1935 roAy. B ceHTnOpe toto roAa OHa Bbimjia 3aMy>K 
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3a IIIepMaHa C. Po/pxepca, Hbio-iiopKCKoro a^BOicaTa. B 1937 ropy OHa Hanncajia 
yneOmnc MeTO/puca Aiiceflopbi flyHKaH. OHa 6bina coaBTOpOM ,Z],hh Anceflopbi 
^ymcaH b Pocchh, 1929 r. B TeneHne nocjieflHHx 14 -th jieT OHa 5KHJia b XHJiJic,neHJi, 
N.Y. 

KojuieicHHa naM^THbix Bergen Aiicegopa ^yHKaH, nepegaHHan SnSiiHOTeKe HpMbi 
^yHKaH h Tenepb HHTerpHpyeTCn c gpyrHMH MaTepnajiaMH /JymcaH, 6biji onwcana 
AOBOJibHO noApo6HO - b gexaOpe 1957 Dance Magazine b acce ,ZI,opHc TepHHra, c 12 
HJiJHocTpau,HaMH; YojiTep Teppn b New York Herald Tribune ot 15 ceHTuSpn 1957 
roga; ^jkoh MapjiHH b Hbio-HopK TaiiMC ot 16 MapTa 1958 roga; h AHaTOJin 
HyjKoro b HOn6pe 1957 b Hobocth TaHga (c scce ogHoii H3 3anHceii Ancegopbi h 
CTaTBH BanepnaHa Cbcthob 1913-to). 

TaHeu Aiicegopbi BbDKHBaeT b ochobhom Ha cnoBax; KapTHHbi ee b ochobhom ecTb 
jih6o CTon-xagpbi cTygnn, hjih chhmkh 3 a KynncaMH (cm. Harnn gBa Bbidopa H3 
paHHHx <j)aHJiOB). 3aMenaTenbHoe HCKmoneHne cocTaBJiaeT cepna okojio 300 
pncyHKOB geiicTBHii ot TKiojhi TpaHg>KoyaHa, npegCTaBJieHHbie xygo>KHHKOM 
6n6jiHOTeKe k oceHH nponuioro roga. Mbi BoenporoBogHM ogHH H3 hhx, h pegxyio 
rpaBiopy ot TopgOHa Kpeiira. 

nEPBOOTKPBIBATEJIB B HCKYCCTBE TAHIJA 

3to 80-s rogOBigHHa co gHn pOKgeHHn Aiicegopbi ^yHKaH. 31 3anBJHno 
HacTynjieHHe anoxn stoto TajiaHTJiHBoro TaHgopa, xorga KOpojieBa Bhktophu 6biJia 
b nponiJiOM rogy ee gonroro npaBJieHHn, oScTaBiraeTcii 6onee jiHSepajibHbiM h 
npocBemeHHbiM OTHomeHneM He tojibko k TaHgy, ho h k >kh3hh b uenoM. J\jik toto, 
hto6bi KOpneTb Hag KHnraMH nepHOBHKOB, nnceM, Bbipe30K, b KOTopbix Aiicegopa 
Bena 3anncb ee paHHHx TpnyM(J)OB, hto6bi BOCCTaHOBHTb BOJiHeHne anoxn 
TpaHCCf)OpMaHHH KaK B HCKyCCTBe, Tax H B 5KH3HH? ' 1 

{1} PyKonucu Aucedopu flynnan, dap HpMbi flyman, naxodmncn e KomieKijuu 
manna UMy3biKu omdejienm Hbio-HopKCKou nydumnou 6u6jiuomeKu. (Fed.) 

BoogymeBJieHHan rpynnoii coBpeMeHHbix xygomnncoB, no3TOB h My3biKaHTOB, 
KOTOpbie paHO y3Hajra ee HeoSbiHHbiH TanaHT, Aiicegopa /JymcaH cgenaji cboh 
nySjiHHHbiH ge6ioT nepeg H36paHHoii aygHTopHeii b Hoboh ranepee b JIoHgOHe b 
1900 ropy, OHa BbicTynana bo BHyrpeHHeM gBope c (JtOHTaHOM b gempe h ropnixaMH 
c najibMOH h HBeTaMH gjia cjiOHa. MeponpHUTHe nponuio cnoKOHHO, 6e3 omyigeHna. 
Ho 3to He ocTanocb He3aMeneHHbiM co CTOpOHbi mccthoh npeccbi, KOTOpan 
coxpaHHJia TOHHoe h nogpoSHoe npegCTaBJieHne o MOJiogoii >xeHiii,HHe b caMOM 
Hanane cBoeii xapbepbi, b CTaTbe nog Ha3BaHHeM "AMepmcaHCKan TangOBigHga": 

Mucc Aucedopa flynnan nememcn caMou nocaedneu e nepede njiacmimecKux 
manifopoe. Ona ne depem na cedn Kanue-Jiudo o6n3amejibcmea e ucnyccmee manna e 
odbinnoM eapuanme, no wimocmpupyem cmuxu wiu nodmimecKue udeajibi My3biKu c 
noMoipbio, Kaaajiocb 6bi, coeepiuenno oecxumpocmnux u ecmecmeennbix deujfcenuu 
manna. HanpuMep, ona mannyem My3biKajibnoe cmuxomeopenue Mendejibcona 
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"ffodpo nojfcajioeamb k Beene” - c pe3eou, CMewipeucR zpaijueu, Komopax 
3acmaejmem dyjuamb o ijeemax, nmui\ax u peseRiuiixcR Re hr max. Ee KocmwM dm 
3moeo nadjiejfcaufUM odpazoM cnonupoean c nonomna Eommunejuiu "Becna”. 
Odeotcda, kuk KajtcemcR, cocmoum U3 necKOJibKux cjioee Mapjiu, ooMomannux odun 
nad dpyzuM. Bepxnuu cjiou UMeem pyuaea anzena, it mycmibiu, dnedHosenenbiu 
ijeem, c HapucoeaHHbiMU mym u maM neDtcHbiMU i^eemaMU. ffpanupoeKu doemuzawm 
ho e, u docmamoHHO MuozoHUCJieHHbi, umodbi eo3HUKamb y Konmypa (fiuzypu, nozda 
ona mamjyem. 



" Onenb e dyxe Eommunejuiu - 3mu dnuHHbie, meMHbie eonocbi, yeennaHHue po3aMU, 
u cnadawufue e 3aeumKax na majiuio. rupmudbi U3 po3 pazeeeawmcR edojib mem, a 
ho2u odymbi 30Jiombmu candajiuRMU. Hu odun jiuuihuu uiaz ne dejiaemcR, u eecb 
maneij noxootc na umo-mo, nmo mozjio 6bi npou30umu e dpeeneu Tpeijuu. 

" KajiutpopnuucKue no pootedemuo... mamjbi dbuiu ee empaembw c demcmea, u ona 
nojiazaem, nmo ezo e Kanecmee monuozo ucKyccmea. Ona UMena ceou nepeuu ypon e 
Can-OpamjucKo, a 3ameM npoeena zod e dajiemnou tuKOJie e Hbio-HopKe, a 3ameM 
npuexana e Eepony, umodbi ynumbCR. Ona 3aHUManacb anajiuzoM u 3anoMUHaHueM 
luazoe u omHoiuemiR KjiaccunecKux HUM(f) awnunHozo ucKyccmea. Tukum odpazoM, 
ee paooma RememcR pe3yjibmamoM npuMenemiR noomunecKozo unmemieKma k 
ucKyccmey mam^a. Ee i^enb cocmoum e moM, nmodbi mynumb npupody u KjiaccuKy u 
ompenbCR om odbidennozo... no eneuiHeMy eudy mucc Aucedopa ebicouaR, urru^hur 
u cmpoiinaR, c nedojibutuM oeajibHbiM jiuifOM, xopoiuuMU KaueemeaMU u juaccou 
zyembix meMHbix eojioc. Ona upacuea na ci\ene, u UMeem ocoochho usRiimbie pymt u 
Kucmu pyu. '2 

{2} The Times (Jlondon), 16 Mapma 1900 zoda. 
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HecMOTpa Ha ypOKH, xoTopxie OHa nponuia b 6ajieTHOH niKOJie, o/piaxo, hh o^hh 
SajieTMeiiCTep He yHHJi ee TaHpeBaTB. OHa roBopHT HaM b cBoeii aBTodnorpacfiHH, 
hto, Kor^a OHa 6biJia hobhhkom b ttom BH^e TaHpa, ee HHCTpyKTOp CKa3an eii BCTaTB 
Ha HBinoHKH. Kor^a OHa cnpocnjia "noneMy", oh CKa3an: "noTOMy hto tto KpacHBo", 
- OHa OTKpOBeHHO OTBeTHJia c BHyTpeHHHM ySejK^eHHeM: "5L He ^yMaio, hto tto 
KpacHBo. KaK tto MO>xeT 6bitb KpacHBo, Kor/ja oh H^eT npoTHB npHpoflBi?" 3 

{3} Aucedopa ffyuKcm, Mom Jicuonb (1927) 21. 

OHa OTKpbiBaeT HaM, hto OHa nonyHHJia ee yHHKanBHoe HCKyecTBO c ^eTCTBa nepe3 
Ha6jiK)AeHHe ABmxeHHii b npnpofle. Hhcthhxthbho Hma 6onee ecTecTBeHHBie 
cj)opMBi Bbipa)KeHHH b TaHH,e, OHa nepnajia B^oxHOBeHne, nocKOJiBKy OHa 5XHJia 
HeflajieKO ot Thxoto oxeam, ot hckohhoto nepexaTbiBamni bojih, h3hhihoto 
noKanHBaHHH najiBMbi, BejiHHecTBeHHoro npoxo>x,neHHii odjiaxoB b He6e, hjih 
KpBiJiaToro nojieTa hthhbi. rio3>xe, b ee yrjiydjieHHBiM H3yneHHeM rpenecKHx Ba3, 
OHa Hanuia HfleajiBHyio cf)opMy rjim cbohx TaHueB, KOTopBie nacTO 6bijih 
npeflJimxeHBi k ee doraTOMy BOo6pa>xeHHio xpaciiBoii xapTHHoii hjih npexpacHoii 
noTMoii. npH ttom, b nepBoe BBicTynjieHHe 3a pyde>xoM, OHa npeflCTaBHJia cBoe 
HOBoe o6peTeHHoe HCKyecTBO b nporpaMMe kopotkhx TaHpeB, BKJHOHaBiHHx jih6o 
My3Bixy, hjih rpenecKHe cthxh, Taxne xax roMepOBCKHH ’Thmh ^eMeTpe" h 
"Hahjijihh OeoKpHTa". OHa Ha3Bmajia hx "TaHeu Hjihjuihh". PeueH3eHT London 
Times 3aMeTHJi: 

Ona - MOJiodan maHHoeipupa 3aMeuamejibH020 Macmepcmea, ube ucKyccmeo, 
xornn omo Mooicem ne ydoejiemeopumb cpednezo dajiemjueucmepa, uueem ceoe 
codcmeeuHoe npeKpacnoe KpacHopeuue. 3mo max dcmexo om axpodamuKu mamfopa 
onepbi, kok u om o6uhhux yaoeoK, c noMoipbK) Komopux nanmoMUMUcmbi UMewm 
odbiKHoeemie ebipaotcamb donee ojieMewnapHbie uenoeeuecKue omoi\uu. '4 

{4} 18 Mapma 1900 zoda. 

^pyroii coBpeMeHHBiii kphthk npH3Haji, hto tth TaHpeBajiBHBix HHTepnpeTauHH, 
npeoflOJieB 3a Bee BpeMH uenn, b KOTOpBix ycTapeBman, b CTapOM cTHJie, pyTHHa 
SajieTa, Tax mojito flep^xaBinaii b njieHy ncxyccTBO Tam;a, dxuia odpaipeHa b HOByio 
Tpy. IIo3)xe oh BcnoMHHaji: 

ffo mo20 kok Aucedopa ffynmn noMeunacb u dam mamjeeajibHOMy HanpaeneHUio 
Hoeyjo (fiopMy u Jiciemb, noMozna hum oco r mamb, mno manei} MOJicem dumb 
ucKyccmeoM, oho ne UMeno wpuduHecKou cwibi, KpoMe npocmozo omeneuemiM. Tom, 
xmo cmimaji cedn unmennuzenmoM ne odpaipaji na manen, kok 3mo 6buio mozda, 
cepbe3uoe eHUMamie. Oh hoh6jimjich nudo e odnuxe coifuajibHbix mamjee u, 
cjiedoeamejibHO, ne Mozyujux dumb sbipajiceHHbix ucKyccmeoM, mu oh npedcmaemji 
danemnuu manetf - dueepcuio dm Menee pazyMnozo npaeoM u cmapoModnozo 
djtceHmjibMem, uzeecmnozo kok danemoMan. '5 

{5} HedamupoeaHHax numarna. 
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Eme oahh coBpeMeHHbiii nncaTejit, (J)paHiiy3, KOTOptm 6mji oneHb BnenaTJieH 
pa6oToii aMepHKaHCKoii TaHpoBmHHbi, KaK oho noBJimmo Ha npo6y)K,neHHeM 
AeB^iTOH My3bi, HanSojiee Harjia^HO onncbmaeT o^ho H3 Toro, hto 6bijio b 
BHKTopHaHCKoro cthjui EaneTHaa Kopnopapmi peajibHO. )KaH )KiojibeH roBopHT 
HaM: 

H do cux nop homwo penemupuu danema, Komopue r Kozda-mo euden e 
MajienbKOM meampe. TycKRUM ceemoM, na nonymbMe, Komopan ucxodwia U3 apim 
aeancifenbi na ciieny, oceeipamcb mpynna deeymeK e po3oeux KORZomKax u 
danemnux kjokcix. y Kaotcdoii U3 hux duna uiepcmHHcm uianb, odepnymaR eoxpyz ux 
meneu, nomoMy nmo e meampe dbiRO onenb xonodno. Tpynna Medaenno u 
Kponomnueo mpenupoeaRacb nod pyKoeodcmeoM oanemMeucmepa, e mo epeMR i<ai< 
nuanucm KonomuR no loiaeumaM nuanuno. 

" EaRemMeucmep, cyemRueo mepeduR mpynny deeymeK noemopumb mo .nee caMoe 
deuDfcenue decRmoK pae, no 3m o nuKozda ne KaeaROCb eMy coeceM eepnbrn. On 
onenb cepduRcn u 63pueaRCR na hux, u nanna, xomopou on omduean epeMR, ydapRR 
ew 06 hor, nacmo ydapRRa no nozaM e po3oeux Konzommx ecex mex, nbu 
nedonoHUMamie ReuROCb crumkom oneeudnuM. 



Becb omom nadop dbiR eepxoM nnoxozo, nezo-mo decKonenno 3Roeeipezo 06 omoM, 
nmo-mo onenb zpycmnoe. Bee omu Dtcecmme noeopomu, 3 mu 3 amponymue 
nupysmu, me, c KomopbiMU cmaRKueawmcR Kanepcu, ecR 3ma neodymeeRennaR 
HROxaR zuMuacmuKa, UMeem moRbKo onenb cnadoe cxodcmeo c meM, neM 
nacmoRipuu maneu, doRDtcen dumb. Taneij doRDtcen, e Konife Kompe, nmo-mo 
eupaeumb. 3mozo nedocmamonno, nmodbi eunoRHumb onpedeRennue deuDtcenuR na 
odnux moRbKo nozax; ece meRO doRDtcno ynacmeoeamb, ece cyipecmeo doRDtcno 
ebipaoicamb KUKoe-mo nyecmeo. Hunmo ne dydem Kozda-Rudo ynpaenninb, dao/ce 
ydapaMU naRKou, nmodbi cdeRamb 3mu necnacmnux deeymeK, Komopue 
deucmeumeRbHO ne UMewm 603MODtCHOcmu eupaeumb padocmnbie moancbi 
nacmpoenuu uru eocmopzu padocmu. Harnu daRepunu, no doRbuieu nacmu, na 
yduenenue noxodRm na mapnupnue KyKjiu, nbeu dRazodambio mu MODtceM 
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juodoeambCM, ho Hbu nyanmu u maneij na nanbijax mjib3R cnumamb 6onbiue 
mucKaMU, next xopeozpaflunecKuxiu ynpaj/CHeHumiu. 

" 3mo 6ydem cnaea Aucedopbi fly warn, Komopan xouem eo3o6Hoeumb ucKyccmeo 
mamja, ohcl nouepnHyjia ceoe edoxHoeemie U3 dpeemu rpeifuu, u xomn ee deuncemin 
ydcuiocb ojtcueumb dm hoc cnoea, omo ecmb onoxa Kpacomu. 

{6} B nepeeode TKan-TKwjibeH, U3 "La Danse", e npozpaxixie flyaxa h 3 a 22 anpem 
1912 zoda; Teamp Costanzi, Pum. 

Cpa3y >xe nocne ee HeOojibmoro, ho 6 jiaro,ziapHoro ycnexa b aHrjiHHCxoii CTOJiHue, 
Afice^opa nepeexaji b IIapH 5 K, b eBponeiicxHH Hemp, k KOTOpOMy xa>x,nbiH 
xy^o)KHHK b KOHue kohhob raroTeeT. TaM, b BepxHeM 3 Ta>xe CTy^HH Ha yjiHHe 
TaneTe ,3,ejia, OHa npoflOiDXHJia CBoe oOyneHHe. OHa c,nejiajia JlyBp h flpyrne My3en 
pa3flOJibeM b ee HeHac bithom >xejiaHHH npHoOpeTaTb 3HamM h KyjitTypy. C 
lOHOHieCKHM 3HTy3H33MOM, OHa 3anOJHHma CBOK) TeTpa^Ky HHTaTaMH H3 H^eil Pycco 
06 o6pa30BaHHH h ^exapTa 06 HccneflOBaffinix yMa no othoihchhio k Teny. OHa 
Bejia ce 6 a h cboio paOoTy oneHb cepbe3HO, BneHaTjnra Bcex, OHa Bejia ce 6 fl xax 
^OBOJibHO 3 acTeHHHBaa MOJio^aa ^eBynixa, jxenaiomafl poftwibcn ycnexa. TaM 
cymecTByeT 3a6aBHoe oOxflBJieHHe c ee coOcTBeHHbiM nonepxoM, pm Benepa, 
KOTOpbiii OHa njiaHHpOBana #aTb b CBoen CTyzpiH, b 3th nepBbie ro^M. Ot 12 
flexaOpa 1901 ro^a, OHa roBopnT: 

" Mucc flyHKan dydem mamjeeamb nod 3eym apcpbi u (pjieumu e ceoeu cmyduu e 
cjiedywipuu nemeepz eenepoM, u earn eu uyecmeyeme, nmo eudume 
[nojiojtcumejibHbiM] omom maneii ManeubKozo uenoeeKa npomue eojmbi 
nenpeodojiuMbiu cydbdbi, nootcepmeyume decnmb (ppanKoe na nonb3y bum - nouexiy 
[6bi nem]. Tloudexime! '7 

{7} H 3 pyKonucu Aucedopbi flyHKan, KOJuieKipin HpMbi flyHKan. 

OHa 6bina SeAHOH b Te ahh h Bejia cxyzpioe cymecTBOBaHne. E^bi HHxor^a He 
xa3ajiocb flocTaTOHHO, hto6bi noecTb. Ho hh Ha MHHyTy He coMHeBaiocb, hto OHa, ee 
6o)xecTBeHHaa mhccha [Ha3HaneHHaa], hto6bi npHHecTH HOByio xpacoTy b 3tot MHp, 
b xoHue xohu,ob BOCTOp>xecTByeT. O^apeHHaa ot npHpoflbi c ynpyron 
BbiHOCJiHBOCTbK), OHa oneHB Mano cTpa^ajia ot 6ojie3Hen Ha npoTJDxeHHH Been CBoeil 
>xh3hh. Bcer^a flepjxajiacb ctpohhoh h noflTflHyroH b CBoen iohocth, h OHa 
npouBeTana, HecMOTpn Ha HeB3ro,HBi. 

3to Hecxojibxo hpohhhho, hto cDpaHumi, cTpam, r^e OHa no3>xe no>xajia cboh 
BejiHHaHHine TpnyM(j)bi, floioxHa 6biJia b caMOM Hanajie noxa3aTb cnaOoe 
npeflCTaBJieHHe o ee paOoTe, ho 6bijih h Te, xto totob 6biji npH3HaTb ee reHneM. 
O^hh H3 hhx, (J)paHH,y3CXHH nncaTejib AH^pe JleBHHCOH, xoTOpbin 6biji 
BOCTOp>xeHHbiM noxjiOHHHxoM OaneTa, nncaji b 1901 ro^y o BbicTynjieHHH 
AHce^opbi b napH)xe: 

Tamil Aucedopbi flyHKan, Komopuu naxodum edoxHoeenue dm mKomopux U3 ee 
marniee e umajibRHCKou otcueonucu 15-zo eena, noKa3bieaem cedn nan xtuxiunecKoe 
ucKyccmeo. B "Anzen uzpaem na euone", ona eocnpouoeodum deuzHcenue pym co 
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CMbiHKOM. B ceoeu padome "Becna”, xopeozpacpunecKou kouuu Kapmunu 
Eommumnnu, ona UMumupyem axm noceea ifeemoe, co ceoeu omupbimou nadoubw. 
B "Konbidenbuou" no rpenammoey, ona denaem eud, nmo HaKnoHnemcn, cmon na 
KOJiemx, nad Konudenbio pedenm. B ceoeM "Hapuucce", npunodnuMaem eeepx 
denyw mynuKy, noKa3bieaem eocxumumejibHoe none ho, u, h a kji o hhr c b nad 
eoodpajfcaeMou eecnou, 3pumenb, i<a Dice men, MODicem eudemb ceoe ompaDieenue e 
Hucmou eode. H nozda ona nodnocum ceow pyiey k eode, Kazucdbiu, Ha caMOM dene, 
nyeemeyem oceeoicawujuu Konmanm pynu c DtcudKou cydcmamfueu. 



" 3ma KpacHopemiean unmo3un, omom dap macmmecKozo ebipaDtcemin, nennemcn 
odnou U3 ee cujibHbix emopon. Kan u e dannade reme, zde eoda, nonaeman e ceod 
pynu irndyucmcKou deeyiuKu, npeepaipaemcn e xpycmanbHbiu map, man 3mo denaem 
UMumapuoHHbiu Dicecm Aucedopu ucxodnujuu U3 nocMoca mhumux o due Kino e, 
Komopbie ona odymeennem [u Hanonnnem] KOHKpenmou cncu3HbK), name donee 
peanucmuHHOu, next peanbHbie odbenmu. 3ma uzpa c mennMU npedxiemoe, 3mo 
eu3yanbHbiu o6muh - ecmb mopjicecmeo eenunozo mumo. Bchkuu pa3, nozda ona 
ucnonb3yem [peanbHbie] nanopommiKU, unu map(p, unu ocennue nucmbn, kuk u e 
"PoMance" PauKoecKozo, ona omxodum om ceoezo nepeoHananbHozo HaMepemm, u 
mozda nonennemcn Heonpaedannoe napymenue ee nuemozo emunn kokmumo. '8 

{8} HedamupoeaHHbiu eupe3Ka U3 napuDtccKou za3emu, ok. 1901; Cm. A wipe 
JleeuHCOH. Tamil cezodm (La Danse DAujourd'hui, llapuDic, 1929), cmp. 154. 

3tot HeoStmHBiH flap AncenopBi, choco6hoctb 3acTaBHTB npyrnx bh^ctb Benin, 
poncneHHBie ee Boo6panceHHeM, n npeo6pa30BaHHBie b nBHnceHHe xaHu,a, nan 
rnySnHy n 3HaneHne BceMy, hto OHa C03nana. C caMoro Hanana, OHa TaHpeBana c 
nonaBnniomHM aBTopnTeTOM, KOTOpBin npon3Bonnn rny6oKoe BnenaTnemie Ha Tex, 
kto BHnen ee BBiCTynneHHe, nance ecnn ohh He coBceM noHHManH ee HCKyecTBO. J\jin 
HecKonBKHx TaHH,OBm;HH 6Bin naH nap o6nanaTB TaKHM noHHMaHHeM My3BiKH, 
KOTOpoe, xanceTcn, [Ha3HanaeT] TaHeu,, hto6bi BBipa3HTB hmchho to, hto 3anyMaHO 
KOMno3HTOpOM. C KancnBiM nBHnceHHeM Ancenopa noKa3Bmana ce6n Kaic 
BBinaioniHHcn xynoncHHK. 
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B cjie^OBaHHH cBoero H^eana HCKyccTBa, OHa 6y/ieT ctoutb HenoABHmio b TeneHne 
HeCKOJIBKHX HaCOB B OAHHOHeCTBe B CBOeH CTyflHH, KOHU,eHTpHpyaCB Ha nOHCKe 
peHTpajitHoro HCTOHHHKa Bcero abh^kchhii b HejiOBenecKOM Tejie. HeyTOMHMoe 
pBeHHe, C KOTOpBIM OHa npOBOAHT CBOH HCCJieflOBaHHa B o6naCTH KHHeTHKIi, B KOHHe 
kohu,ob, noKa3ano en npaB^y, ueHTpajitHOCTH cojihchhoto cnjieTeHHa. JIioah Bcer^a 
npHHHMajiH Bee ABH>KeHHa Tejia KaK Henro caMO co6oh pa3yMeiomeeai, KaK 
ABixaHHe. Ance^opa o6Hapy>KHJia, hto cymecTByeT Hayica ABH>KeHHa. 3to, noKanyii, 
ee Jiynniee fl0CTH>KeHHe b oEnacTH MeanpHHbr, b oflHHOHKy, KpOMe JierKOH araeTHKH, 
a He roBOpa y>Ke 06 HcxyccTBO TaHpa, ee 5 kh 3 hchho Ba)KHbiH BKJia^ HMeeT .zianeKO 
Hflymne noejieflCTBHiL BbmaiomHHCfl yneHbiH, ^OKTOp Ajickchc Kappejib 3anBHJi: 
"CymecTByeT npaBHJibHoe h HenpaBHJibHoe [onpe,neJieHHe] ,o,jhi KajK^oro 
ABH5KeHHa". Ance^opa ^ymcaH o6Hapy5KHJia 3to 6onee nojiyBexa Ha3a^. Ee 
eoScTBeHHOe HCKyCCTBO 6bIJIO OCHOBaHO Ha 3TOH H^ee. 

Ho nonHoe npH3HaHHe ee reHHa 6bijio no3flHee, bo BpeMn ee nepno^a 6opb6bi bo 
(EpaHHHH. ^BHraacb Bee ^ajibine ot flOMa, OHa nonyBCTBOBajia cboh nepBbrn BKyc 
ycnexa nonyjnipHOCTH b BeHrpHH, b ropo^e EynaneniT. ,3,0 chx nop OHa BbicTaBjnma 
CBOH TaHU,bI TOJIbKO B CTyflHH HJIH B HaCTHbIX rOCTHHbIX, HJIH ayZJHTOpHUX, H HH OflHH 
H3 hhx He oSecneHHBaji a/ieKBaTHyio ocHOBy .zyia ee HCKyccTBa. B Ey^anemTe 
HMnpecapHO npe/piomui npeflCTaBHTb ee b HacTOnmeM TeaTpe. 

Ha cueHe TeaTpa Urania b BeHrepCKOH CTOJinue, BAOXHOBJieHHan pOMaHTHHecKHM 
BO^HbiM noTOKOM, KOTopbiH TeneT mhmo ero CTapHHHbix 3flaHHH, Aiiceflopa ^ymcaH 
BnepBbie cTaHueBana, hto mo>kho 6bijio 6bi Ha3BaTb ee caMOH nonyjwpHOH 
KOMno3HHHeii - 'TojiySoii J\ yHaH". B Baribce HoraHHa IIlTpayca OHa Bbipa3HJia cboio 
eoSCTBeHHyiO 6e33a60TH0CTb, KDHOHieCKHH 3a^0p H pa^OCTHOe HaCTpOeHHe, 
Bbi3BaHHoe BeceHHeii peKoii h [pa3JiHT0H] b B03,nyxe jhoEobbk). OHa oSpyuiHJia 
ochobbi, h He TOJibKO b Ey^anemTe h BeHe, a Bcio/iy, r^e OHa BbiCTynajia hmchho c 
3THM BaJIbCOM. 

CeroflHn, Korjia KajK^bin BH3yajiH3npyeT Tanubi Aiicenopbi, Ka>KHbiH CKJiOHeH 
AyMaTb o ee npoue^ype HHTepnpeTau,HH, KaK TpeSyiomeii Eojibhioh ^paMaTHHecKOH 
CHJIbI BbipaJKeHHU. Ho B MOJIOflOCTH OHa fleHCTBHTCJIbHO HIJia Ha HeSoJIbHIHe 
>KepTBbi, no rany H3BecTHbie KaK nonyjnipHbie HOMepa. OHa 6biJia BejiHKOJienHO 
npHcnocoEjieHa j\jik t3khx Tam;eB. MajieHbKHe TaHHeBajibHbie no3Mbi - noxomie Ha 
Te, KOTopbie n name Bcero jhoSjho BcnoMHHaTb - 3to Ma3ypKa IIIoneHa, Banbc 
EpaMca h 6ecnoAo6HbiH "TaHeu cnacTJiHBbix ^yxoB" H3 Opcjiea rjnoKa, 
HcnojiHHeMbiH cjuieiiTbi cojio - npeflCTaBJHiioT co6oh to, neM hcthhhbih TaHeu 
AOJHKeH 6biTb. Ohh Ha JierKOH Hore, rpau,H03Hbie, Bbipa^KaiomHe ^yuiy HCKyccTBa, 
CBM3aHH0T0 C TaHU,eM, KOTOpblH fleHCTBHTeJIbHO eCTb pa^OCTb B ^eHCTBHH. Kto 
oSpeMeHeHHbiii ropeM Kor,na-JiH6o ^yMaeT o Tami,ax? 

3to 6bijih meAeBpbi Anceflopbi 3,yHKaH, h ohh 6bijih BbinojiHeHbi c SnecTumeii 
TexHHKOH, TpeSyiomeii ee coSctbchhoh coBepmeHHOH jiobkocth KOHenHOCTeii h 
Bcero Tejia, h hoajihhhoh 3JieBauHH [bbicokoto npbDKKa], 3to nocjieAHee, caMoe 
Ba^KHoe TexHHHecKoe KanecTBO TaHiiOBipHUbi, Bcer^a npOH3BOAHnocb AHce^opOH h 
ee yneHHKaMH hx 3HeprneH, h HUKor^a He HCKyecTBeHHO, KaK b EajieTe, r^e 


8 



6anepjma OTptiBaeTca ot 3eMJiH CHJibHbiMH pyicaMH CBoero napraepa. IIo onHOMy 
tojibko 3TOMy Bonpocy, TexHHKa Ancenopbi ctoht ropa3no Bbime, neM OaneT. 
3aMeHaTeabHoe xanecTBo Taxon 3JieBau.nn nano eM co3naffiie TaHua b npunouHOTOM 
CTpoeHHH, rue HecpaBHHMoe ueucTBiie BbinojimieTCfl Han 3eMJieii, a He Ha Heir [??] 
Hto npHHHHnHajibHO OTJiHuaeTCM ot BpaiueHmi [xpyroBpaiuaTejibHbix HBH>xeHHH] 
"cbhhhoboh hotoh" y hhojiob TaHna, KOTOpbiM [Bee] noxjiomHOTCfl b HacTOflinee 
BpeMa! 

AMepHKaHCKHH peueH3eHT, xoTOpbifi BHneji ee TaHeu «rojiy6on ,XlynaM» bo 
B peMeHa nepBoro necflTHJieTmi cBoeii xapbepw 3aMeTHJi: 

Eipe pas ona e u3eecmHou cmenemi 3aeopoDieujia ceow aydumopuio cqmum 
coeepiuencmeoM no3bi u deuDicemm, npeepamwia ceoe zufiKoe mejio U3 (fnrnmecKozo 
ooteKma e Dcpupnyio cpedy dm Jiymuezo ebipaotcenm dymu KOMno3umopa. 

... Ee ojiupemeopemie 'Tojiydozo ffynan" cjiuuikom xopouio useecmno, Hyjtcen 
KOMMenmapuu xpoMe mozo, o moM 3mo 3mo, xa.neemen, dyx ccimou pexu, 
cmeKawipeu k uiupoKOMy Mopw, u, xomn mucc ffynimn dojiDtcna ecezda dodueamben 
[maKozo 3(])(]:)eKma] dejicw 31110 , ona o Oman a dejiamb ezo [ocjxpeKm] 
(puKcupoeaHHou ocodemocmbio KaDicdoii npozpaMMbi, xomopyw ona 
npedemaemem, u dm nee ona mime men [umchho] peKou. '9 

{9} JJeaum Mumnem Xodo/cec, e Owiadejibcpuu, CeeepHtm AjuepuKa, 1910. 
rcrienwaR eupe3Ka e Kojuieiajuu HpMbi flynuem. 

BeHrepcKHH Hapon BepHyji eii lOHomecKHH 3HTy3Ha3M c Oojibhihmh 
anjionHCMeHTaMH, - ohh 3HajiH, Kaic ocnacTJiHBHTb xyno)KHHKa. Ho Ha caMOM nene 
cepbe3Hoe npH3HaHue npunuio k Hen b TepMaHKH. Ee 3 hmhhh ce30H 1902-03 rona, 
HauHHa r c cepHH BbicTynjieHHH b MiOHxeHe, npoH3Beji HeonncyeMyio BcnbmiKy 
3HTy3H33Ma. rue 6bi OHa hh noflBjnraacb, xyno>xHHXH CTeKanHCb k Heii b Oojibhiom 
KOJiHuecTBe, ho Ha 3eMJie TeTe h EeTxoBeHa ohh cohijih no Hen c yMa. B caMOM 
pOMaHTHuecKOM CTHJie HeMeuKHe CTyneHTbi pacnparajiu nomaneH H3 ee noB03KH, h 
c TpHyM(J)OM raHyjiH ee no yjinue ot TeaTpa no rocTHHHHbi. Ohh nncajin eM 
cepeHanbi h OpocajiH HBeTbi k ee HoraM xa^xubiii pa3, xorna OHa neJiana mar Ha 
cueHy. 

repMamra, b tot nepnon eine HMnepmi, b TeneHHe nocjienHHx TpunnaTH jieT 
nojib30Banacb cocTO^HneM HenpepbiBHoro MHpa. JlnOepajibHbie HCKyecTBa h HayKH 
npouBeTajiH. Hobbih KJiaccnHH3M Hameji nonreM, ocoSeHHO 3aMeTHbiH b 
apxHTeKType. Tax hto, xorna Ancenopa npHHecjia cboh TaHUbi, BnoxHOBJieHHbie 
3 jijihhcxhmh HneajiaMH, MOJione^xb repMaHHH yBHnejia b Hen HacTOflinyio Oothhio, h 
roBopujia o Hen xax o "6o>xecTBeHHOH" Ancenope - nocTaTOHHO, hto 6 bi Bcxpymrrb 
rojioBy jho 6 oh >XeHH],HHe. 

Ho OHa paHO Hayunjiacb nemiTb napbi npuponxi nepen jihhom npeBpaTHOCTeii 
cf)opTyHbi. He ee jxhbbim >xejiaHHeM Oojibine y3HaTb o tom, neMy tojibxo b CTapOM 
CBeTe mojxho oOywrbCfl, nepe3 ero CBoOonHbie My3en h OhOjihotcxh (nero b tot 
nepnon, x coxajieHHio, He xBaTano b ee coOcTBeHHOH cTpaHe), OHa pemnjia 
nocejiHTbCfl b EepjiHHe. OHa CHHMana npmiTHyio xBapmpy b IUapjiOTTeHSypre h 
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npoBopHJia CBoe CBo 6 opHoe Bpeivni b raySoKOH 3apyMHHBOCTH h HCCJiepoBaHHax. C 
o6e30py>KHBaK)meH HCKpeHHoe tbk> OHa CKa3ana HeMepKOMy Hapopy: 

El npuuiJia e EepjiUH, nmodbi y3namb - El npuuuia kcik nemepnejiuebiu u 
DKaotcdyipuii nmuzpuM, mnoobi numb U3 Eojibiuozo (ponmana znaenozo neMeijKozo 
3HciHun u nayKu - El npuuuia kuk 3adyjvmu60u u podnuu oiaOoeojibHbiu uenoeeK, 
nmodbi 6bimb cujibnbm - e Konmaxme c MyjicminaMu u zicenuumaMu, nomopbie 6biJiu 
Kojibidejibio e Mecme podicdemm maiaix zuzanmoe, kuk cpoH ryjudojibdm, reme u 
Kanm - El npuuuia kuk 3anadnbiu eapeap - k doMy BuHKejibMana, Ulnezejibu u 
{reKKem} ... eceMoe Co3nanue dpozicum ... neped smuMU OonbiuuMU cenmunuMu. ... 
B nacmompee epeMU eu doaoiCHbi ocmaeumb Menu e Moeu dudjiuomene - C 
noMoipbio Moezo 6ojibiuozo neMeu,Kozo cnoeapn h usymuia mojibKo [odun] znazon - 
3namb. '10 

{10} IJpuMenanue dim nenijuu e Eepnune e 1903 zody, euduMO, paHnuu npoeum ee 
«Tanija 6ydyipezo» e mempadu Aucedopu flywcan. B 3moM uepnoeuKe, umr reKKenb 
ocmaejieno nycmbiM. 

B BepjiHHe OHa nojiynuna cboh nepBbiH BbiropHbiii KOHTpaKT. K 3TOMy BpeMemi, c 
ee B^oxHOBeHHoro TaHpa «rony 6 oH ,HyHaH», OHa OTomna ot CBoeii 
nepBOHananbHOH, HeMHoro (J)0pManH30BaHH0H xopeorpa(J)HH. Tenepb OHa poiDKHa 
6 biJia nepeiiTH k Bojibihhm BeipaM, 6 oaee aM6npH03HbiM b xypo>KecTBeHHOH 
KOHpenpHH, TaKHM Kax Taimbi Ce^bMOH CHM(|)oniiii BeTxoBeHa, KOTOpyio Baraep 
Ha3Ban "Ano(J)eo3 caMoro TaHpa". 3to 6bijio CMeaoe npepnpmiTHe b HCTOpini TaHpa, 
co CBoeii CTOpOHbi, noTOMy hto hhkto HHKorpa paHee He HHTepnpeTHpOBaji 
chm(J)ohhh b TaHpe. Oh 6 bui 05KHBJieH ee jKenaHHeM 06 'bepHHHTb pBe cecTpbi 
HCKyecTB - My3biKy h TaHep, Rax mojkho Sjiroice ppyr k ppyry. 
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TaHi;eBaTb chm(J)ohhio BeTxoBeHa, KOTOpyio HrpaeT KOHuepTHbin opKecTp no^ 
ynpaBJieHHeM He MeHbinero CBerajia neM ApTyp HHKHrna, 6biJio hcm-to coBepmeHHO 
HOBbiM. BepJiHHCKaa nyBjiHKa cTeKajiacb Ha ee conbHbiH KOHuepT, noTOMy hto h 
6biJia ceHcauHOHHOH. MejiOMaHbi 3anyrajiHCb b >KapKHx ^eSaTax OTHOCHTejibHO 
Toro, Hy>KHa hjih HeT My3biKe MacTepOB 3Ta caMaa BH3yajiH3au,H^. Y Hee He Sbijio 
HHK aKOH ajibTepHaTHBbi. Hh o^Ha Apyraa My3biKa, ho caMaa Jiynmaa, ^aBana en 
pacTynine bo3mo>khocth HHTepnpeTHpoBamM b nonHOM oOneMe Bbipa^Kemni. 
Tojibko b Sojibhioh My3biKe OHa HaxoAHJia B^oxHOBeHne rjik rpaH^H03H0H 
KOHHenHHH, rapMOHHpyEOHjeH c ee coScTBeHHbiMH bbicokhmh H^eajiaMH. 

IlHcaTejib KapJi Oe^eM, KOTOpbii! no3HaKOMHJicfl c Hen b to BpeMfl, /jaeT 
cneflyiomee npeACTaBJieHHe o Hen: 

Ocodan CMecb nauebicmezo eocmopza om zpenecxou xynbmypu u neMeifxou 
(pujioco(puu, (uiecme c ee yeepennbiM, ceododnuM u wnouiecxuM axiepuxanu3 Mom, 
nopa,3UJiu Mem xax nenmo odaRmenbnoe u MHOzo3HaHumenbHoe. Ee nonnan 
npedaHHoemb ceoeu udee odecnenuna [eu] mow dpyowdy u noddepjwxy. 

" Aucedopa dbina mozda onenb xydan u npuenexamenbaaR. Ona mhozo Humana, 
dbina nonua eecenbR u xopomezo Hacmpoemm; uaxodunacb nod mipamenbuou 
oxpanou ... Mamepu, xomopan cunbno eocxuipanacb ee dpambRMU u cecmpaMU, u 
daotce wmhozo donnacb [Aucedopy], max i<ai< ona oxazanacb ne 6e3 dicchckou 
( peMUHHou 03no6neHHocmu, xomn enympu u dbina dodpocepden hur u dodpodymnaR. 

Ee dyxocnan u (punmecxaR ebinocnueocmb 6burn nopaoumenbubi. Ona Mozna 
npaxmuxoeamb eecb denb, a eeuepoM damb deyxnacoeoe npedcmaenemie, npoumu 
om meampa do cmanifuu, cecmb na noe3d do Cauxin-flemepdypza, u e mo epe.xm xax 
ee cnymmixu neznu cnamb u omdbixawm, no npudbimuu HanpaeumbCR e meamp dnn 
penemupuu u damb dpyzoe npedcmaenemie e nonnoe epeMR, ne nyecmeyn 
ycmanocmu. 'll 

{11} B nepeeode Qedepna "Nuch Funfundzwaning Jahren" om 1928 zoda, y 
Aucedopu ffynxan. Der Tanz der Zukunft (Taneij dydyipezo) Eine Vorlesung (Mena 
1929) [V- VI]. 

npo ee TaHHbi b sto BpeMfl (k KOHpy 1902 r.) oh nncan: 

" npocman ciiena ... 3enenbiu xoeep u npocmopnbiu cepo-cunuu (fion ... nonmu no- 
demcxu u CMemno xanwemcR omom oman dexopa, noxa ne noReumcR ona, mozda 
u3MenenuR cu,enu c xaowdbiM U3 ee manijee cmanoeumcR peanbHbiM. Tax cunbno omo 
nacmpoenue, xomopoe ona co3daem, mno mu mo Dice m yeudemb nyza u neemu, 
xomopue ona codupaem ... ycnumamb eonnu paedueawipuecR o depez u 
npednonoDwumb nodxod na dnuexoe paccmoRHUU cpnoma cmapuHHbix xopadneu c 
paneeeawujUMUCR napycaMU. 

'' Ee exod, ee noxodxa, ee npocmou Jicecm npueemcmeuR RenRwmcR deuDwenuRMU 
xpacomu. Ona ne nocum mpuxo, nuxaxux nnaiqenocnux oanemnux wdox, ee 
monxue xonennocmu ne Mepifawm cxeo3b eyanu, u ee maneij ecmb penuzuR. ... Ona 
noRenRemcR xax "Amen c eiionou" U3 xapmunu A.Mopodjico de Tlpeduc. ffnunnoe, 
(puonemoeoe odennue noxpumoe noeepx cepoeamou eyanbw cmexaem enun x ee 
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6ocum HoaaM. B ee eonocax, cnycKcuoufuxcM ceododno na ee menu, ona necem 
Kopony U3 oejiux u npacnux po3. H Keamponenmo (onoxa umajibRHCKozo ucKyccmea 
XV eeKa, coomnocuMaR c nepuodoM pannezo umajibRncnozo Bo3poDicdenuR) 
ODKueaem CHoea neped zna3aMU co eceu ceoeu neeunnocmbio u zuydoKUM 
penu2U03HbiM nyecmeoM. 



"IlaH u 3xo" - Kopomnuu zpenecKuu xumoH, ee eonocu 3d6R3ciHbi e y3en. Mu 
cnpaumeaeM ceon: mo Dice m jiu omo dumb mo Dice caMoe cyipecmeo? C 
npeKpacHbiMU DicecmaMU ebipaDicaKiujUMu anmunnuu udean, ona eo3poDicdaem 
Hocmajibzwo rpeijuu. CxojibKO cmamyu eepnyjiucb k chcu3hu e neu! B cwibno 
dpanupoeannou dnunnou zpenecKou odeDicde, nod My3biKy rmona ona pudaem no 
noeody CMepmu Sepuduxu, pumMunnoe, pa3Mepennoe, ijepeMonuajibnoe zope, 
Komopoe pacmem u pacmem, nona ona ne onycnaemcR na 3eMJiio e omuaRHUu. A 
nomoM ona noRejiRemcR cnoea - na omom pa3 cijena meMnee, 3aeepnymaR e 
MpaHHbix menu, a ee marnbe decifeemnoe u maeynee, nan menb, ee deuDtcenuR 
ducmpue u npmptmnbie: menu npeucnodneu, aiyuiaiouiue OpcjjeR. Bdpyz cijena 
cnoea cmanoeumcR Rpnoii, ece padbi u ydoenemeopenu - Opipeu namen Aepuduny. 

y nee ecmb maneij 6e3 My3binu, ydueumejibnuu u onenb 3axeambieaiou{uu, nod 
na3eanueM «CMepmb u deeyiuKa». ... Kan e "HenpouiennaR" MemepjiunKa, CMepmb 
odbRBJiRem cedn neeudimo, no cwibno ODicudaeMO. ... 3pumejib nyecmeoean 
xojiodnyw dpooicb, KomopaR npooezam eeepx u enu3 no ezo cnune. Kaoicduu 
nouyecmeoeaji ydueumejibnoe npucymcmeue pa3pywenuR. ' 12 

{12} maM Dice [II I-IV] ijumupoeanue ee eeedenuR k nepeoMy u3danuio ee Jiei<ifuu: 
Aucedopa ffynimn. Der Tanz der Zukunft (Taneij oydyiijezo) Eine Vorlesung. 
Ubersedzt und Eingeleitet von Karl Federn (Jleunijuz, 1903) 7-9. 

cDe,n,epH nepeBen "3apaTycTpa" ll mnn e rjir Hee, h OHa TaioKe npoaBHJia 6ojibihoh 
HHTepec k paSoTaM 3pHCTa reKKejui. OHa npOHHTajia ero "3ara,HKy BcejieHHOH", b 
KOTO poii oh yTBepJK^an cymHOCTHoe e^HHCTBO opraHHHecKoii h HeopraHHnecKOH 
npnpoABi. HanojiHeHHaa BoexnmeHHeM ero flapBHHOBCKOH Teopnii npOHCxojK/ieHHii 
bh,ziob, OHa Hanncajia eMy no3flpaBHTejiBHoe nocnamie no cjiynaio ero 

CeMHAeCflTHHeTHfl. 
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" yeaDicaeMbiu Macmep ... 

" Barn zeuuu npuuec ceem e meMuomy mhozux nenoeenecKux dym. Baum padombi 
danu Mue pemzuw u nonuManue, Komopbie UMewm dommee 3Haneuue, neM otcuzub 
CO MHOU ... 600 MOW Jlw6o6b. 

Aucedopa ffyuKau 

BenHKHH yneHbiH nocTpOHJi cboh /iom b HeHe, ho b tom ro^y npOBen cboh /ieHb 
po>fcneinni b HtcUihh. Oh nojiyHHJi TaK mhoto no3apaBneiiHH co Bcero MHpa, hto He 
cmot OTBeTHTt Ha Ka>K^oe H3 hhx jihhho. Y Hero 6biJia pacnenaTaHa 3anncKa c 
Gjiaro^apHOCTtK) pirn cbohx ,opy3eH. Ha o6paTHOH CTOpOHe o^hoh H3 hhx, oh jihhho 
H anncan micbMO Ance^ope, noATBep^aiomee e e coo6meHiie. OHa 6eperjia h 
xpaHHJia ero nucbMO bcio cboio >KH3Hb. 

Eopduzepa, Park Hotel 
"2 Mapma 1904 z. 

" C 6oJib ilium eocxuipenueM apmucmKe! 

nojiyueuue Bauiezo jiw6e3uozo nucbMa eMecme c npe3eumoM eamuMU upacueux 
cjjomozpatjjuu dam Mue mhozo padocmu ua mou 70-u deub poocdemm, u n xony 
nodmzodapumb Bac om eceu dymu 3a uux. 

H yotce doeomuo dojizoe epeMn nejmwcb ucKpeuuuM nonumamejieM Barnezo 
KjiaccmecKozo ucKyccmea (dydymi daeuuM uokrohuukom zpexoe), u n uadewcb, umo 
uaKoueif-mo e meuemie omozo Hbiuemuezo zoda, 6ydy UMemb ydoeonbcmeue 
no3HaKOMumbcn c BaMU. Kan aemop "Aumponozeueza" n dun onapoeau eudemb e 
zapMOHUHHbix deuatcenunx Barnett uznujHOu nepcouu eemuaumee meopemie 
npupodu. 

'' H ocmauycb do Kouija Mecntfa e Eopduzepa e Park Hotel. B cepeduue anpenn n 
6036paujawcb e Heue. B Kauecmee odpamuozo nodapna, Komopuii n dojutceu 
cdeaamb, 3ameM omnpaejiw BaM mou pucyuoK. nojicaayiicma, npummme Mue Bam 
adpec e meueuue Man Mecmfa u daume Mue 3uamb, ecm Bui xomume nojiyuumb 
ueKomopbie uz moux dpomwp. 
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C 6jia2odapHOcmbfo u nawiyrnuuMU nojtcejiamiMJViu dun pacmyufezo ycnexa 
xydojtcecmeeHHOU petpopMbi ucKyccmea edonb jiuhuu 360RK)i\uu npupodu, r 
ocmawcb earn ucxpeHHUu hoxrohhux. 

3pncm reKKeRb. '13 

{13} IJepeeod c opuzuncma e KoRRexpuu HpMbi ffyaxan. 

YeaDfcaeMbiu Macmep 

... 31 cnumajo, smo doRbuiaR uecmb, umo eu Hanuccmu Mne. 31 mhozo pas 
nepenumueaRa Bame MURoe nucbMO, u c mpydoM Mozy noeepumb, umo Bu, dopozou 
Macmep, Hanuccmu mhc e smom pa3. 31 moRbKo mno eepuyncR c Moezo ebicrnymemiH 
e (pURapMOHUU u e oduHOuecmee Moeu xoMuame, dyMaw o Bac. O Bauieu 
3aMeuameRbHOM deae eceu jicushu, o eameM 6 or but om neRoeeuecxoM cepdije, 
Komopoe padomaem dRR ecezo HeRoeenecmea. ... Kan r xomeaa 6bi mamfeeamb dRR 
Bad 31 codupawcb dumb e Eaupoume 3muM RemoM u, eo3MOJtcHo, r Mozy npuexamb 
e Mena u mamfeeamb dRR Bac na omxpumoM eo3dyxe, 603mojk:ho nod depeebRMU. 
Ho mou mani{bi oydym danexo ne cumum Ryu mum cnocoooM ebipaeumb ceoto Rtodoeb 
u dRazodapnocmb Bom. 

" ... Tenepb r doRjtcna udmu cnamb, max xax r doRjtcna 3aempa examb e ManzeuM, 
ranHoeep, Jhodex, ra.udypz u m.d., a 3ameM e n apujtc. Cnoxounou hohu dopozou 
Macmep, eama 
" Aucedopa ffynxaH. '14 

{14} B apxuee 3pncma rexxeRR, Mena, repMamiR; 3decb nepeneuamano U3 cmambu 
d-pa Cuido Schmidt e Berliner Tageblatt, 1927. 

"repMamiR; z. Mena, 15 uwrr 1904 z. 

" Mnozo noHumaejuaR Dtcenufuna! 

Bauie nucbMO, u dRR m€hr ocodenno unmepecnbie (pomozparpuu om Bac, 
docmaeuRU Mne mhozo ydoeoRbcmeiiR. H r dnazodapx) eac maxjxte 3a Rw6e3noe 
npuzRamemie npuexamb u nocemumb Bac e Phillips Rube e Eaupoume. 31 c Rwdoebw 
npuMy npuznauienue, ecau odcmonmeRbcmea no3eoRRm Mne cdeRamb 3mo, ho, x 
cooicaneH ukj, r 3aeaRen paoomou u hosmojicho ne CMOzy naumu epeMR, mnodbi 
npudbimb. 31 ne e cocmoRHUU nymeuiecmeoeamb xyda-Rudo bootee eo epeMR Moezo 
omnyexa e aezyeme u cenmRdpe. 

" 31 Hiixozda ne 6 ur e Eaupoume u, eemeemeenuo, oueub xomeR 6bi nocemumb 
eceMupno u3eecmHbiu OecmueaRb - necMompn na Moe MaRenbxoe noHUMamie 
cepbe3Hou My3bixu, u e mo Dice epeMR - npeebime ecezo! - eocxuuiamcb eamuM 
3aMeuameRbHbiM ucxyccmeoM, o xomopoM r max mhozo crumor. Ho ece ounembi na 
cnexmaxRU 6bmu npodanu, max nmo r hohrr dannoe. 

" B rw6om caynae r 6ydy npodoRDtcamb nadeRmbCR, nmo, pano uru no3dno, r CMOzy 
ecmpemumbCR c eaMU, u 6ydy UMemb 603M0JtCH0cmb HacRazHcdambCR ucxyccmeoM. C 
cepdeuHbiMU npueemcmeuRMU u HawiymuuMU nootceRamiRMU, 

"Bam npedaHHbiu 3pncm rexxeRb. '15 

{15} nepeeod c opuzunaRa e KoRRexguu HpMbi ffyaxan. 


14 



AMce^opa, b tom ace ro^y, npumuia ynacTHe b OecTHBaae nofl pyxoBO^CTBOM (J)pay 
Ko3hmbi Baraep, cTaHpeBaB, c flByMa .geBynixaMH H3 MecTHoro OaaeTa, Tpex rparuiH 
b TaHreroepe. HeMernciiii yneHBiH [Bee TaKH] npnexaa h noceraji ee TaM. 

XoTa b TepMaHHH Bee apracTBi nean eM xBaay, OHa Taxace, no caynaio, 
CToaKHyancB n c xyaon. Oahh He^oSpocoBecTHBin n nyraHHBiH kphthk 3amea Tax 
^aaexo, hto b 1903 ro/iy b OepanHcxon Morgen Post HanenaTaa cTaTBio no^ 
Ha3BaHneM "MoaceT an mhcc /JyHxaH TaHneBaTB?" He6aaronpnaTHO cpaBHHB ee 
TexHHxy c TexHHxon npHMa-6aaepHHBi BepanHCxon onepxi, oh oOtaBHa, hto 
Ance^ope He xBaTaeT an6o npaBnaBHon (J)nrypBi, an6o HeoOxoflHMoii TexHnxn pm 
C03flaHna hoboh (J)opMti HexyceTBa. Oh npeflnoaoacna, hto Bonpoc o ee 
xBaan(J)HxaHHH ^oaaceH 6bitb nocTaBaeH nepe^ SaaeTMeiiCTepaMH MHpa. "IlycTB 
ohh dypyT cyAHTB!" 

Ance^opa, xoTOpaa cocpeflOTOHnaacB Ha ,goxa3aTeaBCTBe ycTapeBaHna 
CTHaHCTHneexH apxaHHHoro OaaeTa, ^exaapHpoBaaa: "IIpHHHHnbi SaaeTHoil ihxohbi 
Haxo,gaTca b npaMOM npOTHBopennH c TeM, x neMy a cTpeMaiocB", [pa3yMeeTca] He 
no3BoaHaa ocxopSaeHHaM ocTaTBca 6e3 OTBeTa. OHa nocaaaa TnnHHecxHH otbct Ha 
cooSmemre Morgen: 

YeacHcaeMbiu zocnodun; 

El dbina onenb cMyipena, nponumae eaiuy yeaoicaeMyw zazemy, nmodbi 
odnapyacumb, nmo eu onpocunu max mhozo 3aMenamenbHbix Macmepoe mamja u 
uzpacxodoeanu cmojibiw znydoxux Mbicneu u coodpa.nceHuu no cmojib 
He3HanumejibHOMy npedxtemy kok mom cxpoMHan ocoda. El nyecmeyw, nmo mhozo 
omnunnou Jiumepamypbi dbino omnacmu nompaneno na cmonb nedocmoiiHozo 
cy one Kina. Hr nonazaw, nmo exiecmo mozo, nmodbi cnpamueamb ux "Moacem jiu 
mucc ffyuKan mamfeeamb?" - Bu donacnu dbinu npuenenb ux enuManue k zopazdo 
donee 3HaMenumou mamfoeujuife - mou, Kino mamfeeana e Eepnune e menemie 
MHozux nem, npeacde neM mucc ffyuimu noneunacb. npupoduan mamfoeipupa, 
xomopan max .nee e ceoeM cmune (xomopoMy mucc JJynxan numaemcn cnedoeamb) 
uaxodumcR e npnMOM npomueopenuu tuxone danema cezodm. 

Tamfoeujuiia, na xomopyw a naMexaio, - zmo ana myn Tamiywipeu Menadbi e 
EepniiHCKOM My3ee. Tenepb ebi ommb mo. nee me nwde3no nanucamb k 
3aMenamenbHbiM MacmepaM u nwdumenbmipaM danema, u cnpocumb ux "Mo Dice m 
nu Tam^ywipan Mena da mam^eeamb? ". 

3ma mamjoeujupa, npo xomopyw a zoeopw, nuxozda ne numanacb xodumb na 
xomuxe ceoux nanbifee. Ona nuxozda ne npoeoduna mhozo epeMenu, npaxmuKyn 
npuzanue e eo3dyxe dnn mozo, nmodbi ebmcnumb - cxonbxo paz ona eMozna dbi 
xnonnymb eMccme mmxaMU, npe.nc.de neM ona cnoea onycmumcn na 3eMnw. Ona mi 
Hocum xopcem unu xonzomxu, u ee docbie nozu ceododno noxonmcM e ee candanmx. 

El cnumaw, nmo cxynbnmop, xomopbiu cmoz dbi eepnymb cnoMannbie pyxu e 
uexodnoe nonoj/cenue, dbin dbi doemoun npusa. El nonazaw, 3mo cezodm Mooicem 
dumb eiife donee none3HUM dnn ucxyccmea, nmodbi npednojicumb npun moMy, xmo 
cmoz dbi eoenpouzeeemu e jicuzhu ne3eMnyw no3y ee mena u cexpem xpacomu ee 
deujicenuR. El nonazaw, nmo eama npexpacnan zazema xtojicem npednojicumb maxou 
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npu3, a 3aMemmejibHbie juacmepa u nwdumenbHUijbi danema nocopeeuywmcR 3a 
uezo. 



" Bo3MOJfCHO, noaie uecxonbxux Jiem pandupamenbcme, ohu uaxoneij-mo odpemym 
noebie nosuauuR o nenoeeuecxou auamoMuu, [nouMym] xoe-umo o xpacome, o 
Hucmome, 06 ocMbicnenHoemu deujfceuuu nenoeenecxozo mejia. SaduxaRCb e 
ojfcudaHuu y3Hamb ux omeem, r ocmawcb, ucxpeHue - 
" Aucedopa JJyuxan. '16 

{16} B nepeeode U3 nucbMa, HanucauHOZo dm Morgen Past e Rueape wiu (peepane 
1903 zoda. 

B pe3yjiBTaTe ^HCicyccHH, SepjiHHCKaa Presse Verein npHrjiacHJia ee Ha jickhhh o 
«TaHu,e 6ynymero». OHa BtmojiHHJia npoct6y, npoHHTaB ajihhhbih h 
oSoCHOBaHHBIH TpaKTaT. /JOKJiafl BnOCJieflCTBHH 6&IJI H3^aH B BHfle SpOimopBI H 
hihpoko pacnpocTpaHeH b TepMaHHH h b Apyrnx MecTax h hmcji b stoh TeMe 
SojiBHioe BJiH^HHe Ha coBpeMeHHyio HHTejuieKTyajiBHyio c(J)epy. 17' IIo 3TOMy 
cjiynaio, OHa oSeipajia b cBoe BpeMfl ocHOBaTB cboio coScTBeHHyio niKOJiy 

", zde cmo MajienbKux deeouex donotcubi dumb nodzomoeneubi e MoeM ucxyccmee, 
max umodbi ohu, e ceow onepedb, cmajiu nyuuie [Mem]. B omou uixone r ne 6ydy 
ynumb demeu nodpazncamb moum deuatcenuRM, no dydym ymimb ux denamb ceou 
codcmeeuHbie. ... // dydy noMozamb um paoeueamb me deujicemiR, xomopue 
RejiRwmcR ecmecmeeHHbiMU dm hux. 

H max r zoeopw, nmo maueu, dydyipezo, e nepeyw ouepedb, o6R3au damb 
MonodbiM apmucmaM, xomopbie npuxodRm x ezo deepu dm odyueum, donee 
ceododubie u [eu(e donee] xpacuebie mena - u npouHcmpyxmupoeamb ux e 
deujiceuuRX, xomopbie uaxodRmcR e nonuou zapMouuu c npupodou.... 
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Tamfoeujuiieu dydyipezo 6ydem ma, me meao u dyma ebipocau nacmoabxo 
2 apM o huh ho extecme, nmo ecmecmeeHHbiu R3bix omou dymu 6ydem cmaHoeumbcn 
deujfcemieM mem. ... Ee manei} ne 6ydem npunadaeotcamb xaxou-audo 
HapuoHajibHOcmu, ho 6 ydem [docmonnueM] dan ecezo nenoeenecmea. '18 

{17} 1903 u 1929 usdanun npueodnmcn euiae e npuMenanunx '12 u 'll. IlepebiM 
aemopcKUM usdameM 6bia "Tanen " (TepMamin; 2 . Mena 1909). 

{18} Pexoncmpyxifiin U3 nenoanux sauemoK Aucedopbi e mempadnx 1903 z. u e 
meKcme 1903 2 ., cmpamipbi 21-22, 24-25. 

OAHajK^bi b 1904 ro,ny, bo BpeMfl nporyjiKH c cbohm ApyroM - xy^omniKOM, 
AMce^opa HaTKHynacb Ha rpynny ^eByrneK, KOToptie b otkpbitom flBOpe hikojibi 
fleaajiH <j)H3HHecKHe ynpancHeHHii c raHTeaaMH. C jnoSonbiTCTBOM nocMOTpeB, hto 
ohh ^eJiajiH, OHa 3aTeM nepecTana cjieflHTb 3a hhmh. /JeBOHKH nepe^BHrajiHCb, ho hx 
ABHJK eHHa 6bIJIH B COBepHieHHO He>KHBOH MaHepe, T.K. OHH OblJIH OfleTbl B 
mepcTaHbie mapoBapbi, cfiopMeHHbie 6ny3bi, nepHbie nyjiKH h TycfuiH. Ance^opa, 
Bcer^a CKJiomnomaaea k pe(J)opMaM, Menraiomaa o hoboh pace cymecTB, o^eTbix b 
T aKoe Manoe KOJinnecTBO oaokabi, xax sto tojibko bo3mo)kho, hto6bi ho3bojihtb 
cojiHpy h B03^yxy ^ocTHraTb HX Ten h oSecneHHBaTb MaKCHManbHyio CBo6o,ny 
ABHnceHHa, - CKa3ana cBoeMy cnyTHHKy: 

"llocMompu xax omu dednbie deeonxu nbimatomcn npucnocodumb ece 3mu 
yotcacnbie odeotcdbi! B odun U3 dnujicaiaaux dneii n codupatocb u3Memmb ece omo". 

"Kax UMeHHO ebi cooupaemecb coeepuiumb maKoe nydo?" - cnpocua ee dpyz c 
coMHenueM, ymimbiean yKopemieuieecn xanjicecmeo onoxu e xomopou omt Jicuau. 

"H HaMepena ocnoeamb lUKony", - Aucedopa omeemuaa ydeotcdenno, - "zde demu 
dydym xodumb docuxoM e candaaunx max jtce kok u n, u odeeamb, xozda omt 
mamfyjom, xopomxue mynuxu 6e3 pyxaeoe, max mnodbi omt Mozau deuzambcn e 
noanoit ceodode u dumb npexpacubiM npuMepoM dan ecex dpyzux demeu e omoM 
Mupe. Ohu doaotCHbi naynumbcn ne cmecHnncb ebicmaeanmb ceou meaa nod 
ijeaednoe coamfe. H n dydy ymwib ux mamjeeamb, ho ne e Heecmecmeennou 
3aMiuenou mpadupuu, c xomopou n cmoaxnyaacb, xozda dbiaa eipe pedenxoM, a e 
zapMOHUU co eceM, mno ecmb npexpacHOZo e npupode". 

cPopMyjiHpyn, Rax OHa ^oioKHa co3,aaTb CBoero "Tamjopa 6ynymero", OHa flyMana, 
hto SyaeT .aenaTb 3 to c tohkh 3peHHa 3flOpOBba h cnacTba rjir Bcex ^eTeii Ha 3eMJie, 
OoraTbix h SeflHbix. B cBoeM lOHomecKOM H,neajiH3Me, OHa ncenana HeMeflJieHHO 
npHHaTb 6e3rpaHHHHoe KOJinnecTBo [yneHHKOB] riir toto, hto6bi HayHHTb hx 
cneflOBaTb k Jiynnieii, 6onee KpaciiBOH >kh3hh. C HeoObinaHHbiM BejimcoflyniHeM, OHa 
6e3 CTecHeHHa Hcnojib30Bana cboh coOcTBeHHbra HeOojibinoH, tojibko He^aBHO 
npHoSpeTeHHbiii KanHTaji jsjw ^ocTHnceHHa stoh noxBajibHoii uejin. OHa CTpacTHO 
xoTena 6 bi nofleJiHTbcn c ApyrHMH [jhoabmh] - c OecKopbicTHoii no3HHHH 
BAOXHOBeHHoro JiH^epa, nocBnmeHHoro ee BbicoKOMy H^eany - pacKpbiTHio iicthhbi 
h KpaCOTbl. 

B .aeKaSpe 1904 r. OHa ocHOBana cboio nepByio niKOJiy TaHpa b TpiOHeBajibAe 6 jih 3 
BepJiHHa, c ee MajieHbKOH njieMaHHHHeii b KanecTBe ee nepBoii yHeHHHbi. 3 to 6biJia 
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yHHKajitHaa, SecnnaTHaa niKOJia, KOTOpaa CTpeMHJiacb BoenHTbiBaTb ^eTeii b cpe^e 
ecTecTBeHHoro TaHpa, opHaico, ocjmHHajibHO OHa He 6biJia OTKpbiTa po JiHBapfl 1905 
ropa. H TaK nojiymuiocb, hto a, Kaic opHa H3 nepBbix ee yueHHH, o6yuajiacb TaM 
miTbpecflT Tpn ropa TOMy Ha3ap. 



Moa AOJiraa TaHpeBajibHaa Kapbepa 6biJia nojiHOCTbio nocBmpeHa pajibHeiuneMy 
H3yneHHK) pOKTpHHbl H HpeaJIOB AilceAOpbl ^yHKaH, 3TOH 3aMeHaTeJIbHOH >KeHIII,HHbI 
H BeJIHKOH aMepHKaHCKOH apTHCTKH, KOTOpafl 6bIJia He TOJIbKO MOHM BflOXHOBeHHbIM 
yHHTejieM, ho h Moeh jhoShmoh npneMHOH MaTepbio. 

HpMa ffyuKan 

1958 

Tlepeeod: A.IJaHoe. 

—Irma Duncan, Isadora Duncan: Pioneer in the Art of Dance, p. 15. 

. Ahcepopa ^ymcaH; IlepBOOTKpbiBaTejib b HCKyecTBe TaHpa / HpMa ^ymcaH; 

Duncan, Irma. Isadora Duncan: Pioneer in the Art of Dance (1958). nep. c aHra. A. 
naHOB; - CamcT-neTepSypr: H3p. "KjiaccHKa-MopepH" KyjibTypHbiii U,eHTp Hhctbix 
HcKyccTB HMeHH Aiicepopbi ^ymcaH [/lyiiKan-IfeiiTp], 2016. 

HpMa ^yHKaH. Ahcepopa ^yHKaH; nepBooTKpbiBaTenb b HCKyecTBe TaHpa. nep. c 
aHrn. A. naHOB; - Cn6.: H3p. ^ymcaH-fJemp, 2016. 
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Isadora Duncan 
Pioneer in the Art of Dance 
By IRMA DUNCAN 
New York 

The New York Public Library 
1958 

Foreword 

Readers of Irma Duncan’s essay on Isadora Duncan’s pioneering years may wish to 
know something about the author’s own career as one of the original "young artists" 
trained by Isadora to dance in freedom "and be a fine example to all the other 
children in this world." We learned that Miss Duncan, who with most gracious 
generosity has given the Library not only her entire collection of Duncan 
memorabilia but the benefit of her knowledge of the dates and links and inner logic of 
Isadora’s life, is preparing for publication a volume of her own memoirs, and in 
response to our inquiry she was glad to give us a swift chronicle from birth to 
marriage. 

"I was born on February 26, 1897 in Schleswig-Holstein near Hamburg," she began. 
Shortly before her eighth birthday she became a pupil of Isadora Duncan and 
obtained a scholarship at her school in Grunewald near Berlin. "I made my dance 
debut as a pupil of the Isadora Duncan School at the Royal Opera House (Krolls) on 
July 20 1905, in Berlin." With Isadora she exemplified dance to audiences in a good 
part of this world - "on stages all over Europe, Russia, and America." At fourteen she 
herself began teaching. 

"In 1917 Isadora made me change my name from Inna Ebrich-Grimme to Irma 
Duncan. This was done legally through the New York courts, for her intention was to 
adopt her six original pupils as her daughters." In 1918 these six formed an 
independent group known as the Isadora Duncan Dancers, first appearing at Carnegie 
Hall that June. In 1921 at the invitation of the Soviet government, Irma went to 
Russia with Isadora to help her found a school of the dance; in it she taught for seven 
years. "I made my debut as a solo artist with my own group of pupils at the Comedia, 
the former Korsh Theatre, in Moscow April 29. 1923. After the death of Isadora in 
1927 I was the head of that school till 1930. I toured with ten members of my school 
in the United States during the season of 1928—29 and 1929—30. In between I 
appeared with my group, known as the Isadora Duncan Dancers of Moscow, in Paris 
and Le Touquet, France. When the ten members of my troupe were forcibly returned 
to Russia by the Soviet government I decided to remain in the United States and take 
out citizenship." Miss Duncan became an American citizen in 1935. That September 
she married Sherman S. Rogers, a New York attorney. In 1937 she wrote a textbook, 
The Technique of Isadora Duncan. She was co-author of Isadora Duncan, Russian 
Days, 1929. For the last fourteen years she has lived in Hillsdale, N. Y. 

The collection of Isadora Duncan memorabilia given to the Library by Irma Duncan 
and now being integrated with other Duncan materials has been described in some 
detail - in December 1957 Dance Magazine in an essay by Doris Hering, with twelve 
illustrations; by Walter Terry in the New York Herald Tribune of September 15, 
1957; by John Marlin in the New York Times of March 16, 1958; and by Anatole 
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Chujoy in November 1957 Dance News (with an essay from one of Isadora's 
notebooks and an article of 1913 by Valerian Svetlov). 

The dance of Isadora survives chiefly in words; the pictures of her are mostly either 
studio stills or offstage snapshots (see our two selections from the early files). A 
wonderful exception is the series of some 300 action drawings by Jules Grandjouan, 
presented by the artist to the Library last fall. We reproduce one of these and a rare 
woodcut by Cordon Craig. 

Isadon Duncan, Pioneer in the Art of Dance 

THIS is the eightieth anniversary of the birth of Isadora Duncan. The I advent of this 
gifted dancer, when Queen Victoria was in the last year of her long reign, heralded a 
more liberal and enlightened attitude towards not merely the dance, but Life in 
general. To pore over the scrapbooks, letters, clippings in which Isadora kept a record 
of her early triumphs is to recover the excitement of an era of transformation in both 
art and life? 

{1} The Isadora Duncan papers, the gift of Irma Duncan, are in the Dance 
Collection, Music Division, The New York Public Library. (Ed.) 

"Botticelli Primavera" 

Encouraged by a group of contemporary artists, poets and musicians who early 
recognized her unusual talent, Isadora Duncan made her public debut before a select 
audience at the New Gallery in London in 1900. She performed in an inside courtyard 
with a fountain in the center and with potted palms and flowers for a background. 
The event passed off quietly, without sensation. But it did not go unnoticed by the 
local press, which preserved an accurate and detailed impression of the young woman 
at the very beginning of her career, in an article entitled “An American Dancer”: 

" Miss Isadora Duncan is the very latest in the way of plastic dancers. She does not 
undertake the terpsichorean art in the ordinary way, but illustrates poems or poetic 
ideals to music by means of what seem to be perfectly artless and natural dance 
movements. For instance, she dances Mendelsohn's musical poem, "A Welcome to 
Spring," with a frolicsome, laughing grace that makes one think of flowers and birds 
and lambs at play. Her costume for this is appropriately copied from Botticellis 
“Primavera.” The robe appears to consist of several gauze slips worn one over 
another. The upper one has angel sleeves and is a dim, pale green colour, painted here 
and there with delicate flowers. The draperies reach to the feet and are full enough to 
blow about outlining the figure as she dances. 

" Very Botticelli-like is the long, dark hair crowned with roses, and falling in curls to 
the waist. Ropes of roses wind about the body and the feet are shod with golden 
sandals. Not a single stock step is taken and the whole dance seems like something 
that might have happened in ancient Greece. 

A Californian by birth ... dancing has been her passion from childhood and she 
believes in it as a fine art. She had her first lesson in San Francisco, then put in a year 
at a ballet school in New York and afterwards came to Europe to study. She has been 
analysing and memorising the steps and attitudes of the classic nymphs of antique art. 
Her work thus is the result of the application of poetic intelligence to the art of 
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dancing. Her aim is to study nature and the classics and to abjure the conventional. ... 
In appearance Miss Isadora is tall, graceful and slender with a small oval face, good 
features and a mass of thick dark hair. She is beautiful on the stage and has 
particularly graceful arms and hands. 

{2} The Times (London) March 16, 1900. 

Despite the lessons she took at a ballet school however, no ballet master taught her to 
dance. She tells us in her autobiography that, when she was a novice at this form of 
dancing, her instructor told her to stand on her toes. When she asked him "why" and 
he said "because it is beautiful," she frankly retorted from inner conviction: "I don’t 
think it is beautiful. How can it be beautiful when it goes against nature?" 

{3} Isadora Duncan, My Life (1927) 21. 

She herself has revealed to us that she derived her unique art from childhood 
observations of movements in nature. Instinctively looking for a more natural form of 
expression in dance, she drew inspiration, as she lived close to the Pacific Ocean, 
from the immemorially tossing waves, the graceful swaying palm trees, the majestic 
passing of clouds in the sky, or the winged flight of a bird. Later, in her intensive 
study of the Greek vases, she found the ideal form for her dances, which were often 
suggested to her fertile imagination by a beautiful painting or a lovely poem. 

At that first performance abroad, she presented her new-found art in a program of 
short dances performed either to music or to Greek poems such as the Homeric 
"Hymn to Demeter" and the "Idylls of Theocritus." She called them "Dance Idylls." 
The reviewer of the London Times observed: 

" She is a young dancer of remarkable skill, whose art, though it might fail to satisfy 
the average ballet master, has a wonderful eloquence of its own. It is as far from the 
acrobatics of the opera dancer as from the conventional tricks by which the 
pantomimists are wont to express the more elementary human emotions. 

{4} March 18, 1900. 

Another contemporary critic recognized that these dance interpretations, breaking for 
all time the chains in which the outdated, old-style ballet routine had so long held 
captive the art of the dance, were ushering in a new era. He later recalled: 

" Until Isadora Duncan appeared and gave the dance new form and life helping us to 
realize that the dance can be an art, it had no validity other than a mere diversion. No 
one who considered himself an intellectual gave the dance as it was then serious 
consideration. It either appeared in the guise of social dancing and therefore could not 
be pronounced an art, or it represented ballet dancing - a diversion for the less 
intelligent-minded and for old gentlemen known as balletomanes. 

{5} Undated clipping. 

Another contemporary writer, a Frenchman, who was much impressed by the 
American dancer’s work as it affected the reawakening of the ninth muse, most 
graphically describes one of those Victorian-style ballet corps in action. Jean Julien 
tells us: 

I still remember the rehearsal of a ballet I once saw in a small theatre. The dim, 
half-light which descended from the prascenium arch onto the stage illuminated a 
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troupe of girls in pink tights and ballet skirts. They each had a woolen shawl wrapped 
around their shoulders because the theatre was very cold. The troupe evolved slowly 
and laboriously under the direction of the ballet master while a pianist hammered the 
piano. 

The ballet master, bustling about made the troupe of girls repeat the same 
movement a dozen times but it never seemed quite right. He got very angry and 
stormed at them and the stick with which he beat time, tapping it against the floor, 
frequently hit the legs in pink tights of all those whose incomprehension appeared 
only too evident. 

This whole set-up bad something infinitely sinister about it, something very sad. 
All those stiff turns, those affected pirouettes, those faced capers, all this inanimate 
gymnastic bad only a very faint resemblance to what one Imagines the dance should 
be. The dance must after all express something. It is not enough to execute certain 
movements with the legs alone; the whole body must participate, the entire being 
must express some feeling. No one will ever manage, even with blows from a stick, 
to make these unfortunate girls who really dont give a fig express the joyous nuances 
of sentiment or the raptures of joy. Our ballerinas are for the most part marvelously 
articulated dolls whose grace we can admire but whose pointes and jetes battus 
cannot be considered anything vise than choreographical exercises. 

'' It will be the glory of Isadora Duncan that wanting to renew the art of the dance, 
she drew her inspiration from ancient Greece and though her movements was able to 
revive for us again that epoch of beauty. 

{6} Translated from Jean Julien, "La Danse," in a Duncan program for April 22, 
1912 Teatro Costanzi, Roma. 

Immediately following her small but gratifying success in the English capital, 
Isadora moved on to Paris, that European center to which every artist eventually 
gravitates. There, in a top floor studio in the Rue dela Gaiete, she continued her 
studies. She made the Louvre and other museums a happy hunting ground in her 
insatiable desire to acquire knowledge and culture. With youthful enthusiasm, she 
filled her copybook with quotations from Rousseau’s ideas on education and 
Descartes’ studies of mind in relation to body. She took herself and her work very 
seriously, impressing everyone she met as a rather shy young girl, eager to succeed. 
There exists an amusing announcement in her own handwriting for a soiree she 
planned to give at her studio during these early years. Dated December 12, 1901, it 
says: 

Miss Duncan will dance to The sound of Harp and flute in her Studio next 
Thursday Evening and if you feel that seeing this small person dance against the 
waves of an overpowering destiny is of ten francs benefit to you - why Come along! 
{7} From Isadora Duncan’s copybook, Irma Duncan Collection. 

She was poor in those days and led a hand-to-mouth existence. There never seemed 
enough to eat. But not for a moment did she doubt that her divine mission to bring a 
new beauty into this world would triumph in the end. Endowed by nature with a 
resilient robustness, she suffered very little from illness throughout her life. Always 
keeping svelte and fit in her youth, she throve despite adversity. 
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It is somewhat ironical that France, the country where she later reaped her greatest 
triumphs, should in the beginning have shown little understanding of her work, But 
there were some who did recognize her genius. One of these, the French writer Andre 
Levinson who was an enthusiastic admirer of the ballet, wrote of Isadoras 1901 
performance in Paris: 

The dance of Isadora Duncan, who finds inspiration for some of her dances in 
fifteenth century Italian paintings, reveals itself as a mimic art. In the "Angel playing 
the Viol," she reproduces the arm movement of the bow. In her "Trimavera," a 
choreographic copy of Botticei's painting she simulates the act of sowing flowers 
with her open hand. In the "Berceuse" by Gretchaninoff, she pretends to lean, while 
kneeling, over the cradle of a child. In her "Narcissus," wearing a ticked up white 
tunic showing an admirable knee, and bending over an imaginary spring, the 
spectator seems to see her reflection in the clear water. And when she clips her hand 
in the water, one actually feels the refreshing contact of the hand with the liquid 
element. 

" This eloquent illusion, this gift of plastic suggestion, is one of her strongest points. 
As in the ballad of Goethe, where water caught in the hollow of the hand by a Hindu 
girl transforms itself into a crystal ball, so does Isadora’s imitative gesture draw from 
space imaginary objects which she animates with concrete life, more realistic often 
than real objects. This juggling with the shadows of things, this visual illusion is the 
triumph of the great mime. Whenever she uses ferns, or a scarf or autumn leaves, as 
in the "Romance" of Tchaikowsky, she moves away from her original intention, and 
it becomes an unjustifiable infraction of her pure style as a mime. 

{8} Undated clipping from a Paris newspaper, ca. 1901; cf. Andre Levinson. La 
Danse D’Aujourd’hui (Paris 1929) 154. 

This unusual gift of Isadora’s, to make others see the things born of her imagination 
and transformed into dance movement, gave depth and meaning to everything she 
created. From the start, she danced with a commanding authority, which made a 
profound impression on those who saw her perform even if they did not quite 
understand her art. To few dancers has the gift been given to possess such insight into 
music that the dance seems to express exactly what the composer intended. With 
every movement, Isadora revealed herself as a supreme artist. 

In pursuing her ideal of art, she would stand motionless for hours alone in her studio, 
concentrating on the discovery of the central source of all movement in the human 
body. The indefatigable zeal with which she pursued her researches in kinetics 
eventually revealed the truth to her, of the centrality of the solar plexus. People had 
always taken all body movements as for granted as breathing. Isadora discovered that 
there is a Science of Movement. It is perhaps her finest achievement In the medical 
field alone, apart from athletics and not to mention the art of dance, her vital 
contribution has had far-reaching effect. The eminent scientist Dr. Alexis Carrel 
stated: "There is a right and wrong to every movement." Isadora Duncan discovered 
that over a half century ago. Her own art was based on the idea. 

But full acknowledgement of her genius was far off during her period of struggle in 
France. Moving farther afield, she had her first taste of popular success in Hungary, 
in the city of Budapest. Thus far she had exhibited her dances only in a studio or in 
private drawing rooms or lecture halls, none of them providing an adequate 
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background for her art. At Budapest an impressario offered to present her in a real 
theatre. 

On the stage of the Urania Theatre in the Hungarian capital, inspired by the romantic 
stream that flows past its ancient buildings, Isadora Duncan first danced what one 
may call her most popular composition - the "Blue Danube." In the Johann Strauss 
waltz she expressed her own carefree, youthful abandon and the joyous mood 
induced by the river in spring with love in the air. She brought down the house, not 
only in Budapest and Vienna but wherever she performed this particular waltz. 

Today, when one visualizes Isadora dancing, one is apt to think of her doing an 
interpretation demanding great dramatic power of expression. But in her youth she 
really excelled in the lighter offerings, the sort known as popular numbers. She was 
superbly fitted for such dances. Little dance poems - similar to the ones I most often 
like to recall - a Chopin mazurka, a Brahms waltz, and the ineffable "Dance of the 
Happy Spirits" executed to a flute solo from Gluck’s Orpheus - represent what the 
true dance should be. They are lightfooted, graceful, expressing the soul of 
Terpsichorean art, which is really joy in action. Who, burdened with grief, would 
ever thi nk of dancing? 

These were Isadora Duncan’s masterpieces and they were performed with a brilliant 
technique of her own requiring perfect nimbleness of limbs and body and genuine 
elevation. This latter, the most Important technical quality in a dancer, was always 
produced by Isadora and her pupils under their on power and never artificially 
induced as in the ballet, where the ballerina is lifted off the ground by the strong arms 
of her partner. On that point alone, Isadora’s technique stands far above that of the 
ballet. The remarkable quality of her elevation gave her dance creations in the gayer 
mood the incomparable effect of being executed off the ground rather than on it. How 
unlike the gyrations of the leaden-footed idols of the dance that are worshipped 
nowadays! 

An American reviewer who saw her dance the "Blue Danube" within the first decade 
of her career remarked: 

Once again she fairly mesmerized her audience with the very perfection of pose 
and movement, transforming her lithe body from a physical entity into an ethereal 
medium for the expression of the soul of the composer. 

... Her personification of the "Blue Danube" is too well known to need comment 
other than this - that it seemed the spirit of the river itself, flowing on to the wide sea, 
and, though Miss Duncan has always to be coaxed into doing this, she owes it to 
herself to make it a fixed feature of every program she presents, for she is the river. 

{9} Leight Mitchell Hodges, in the Philadelphia North Amercan, 1910. Clipping in 
the Irma Duncan Collection. 

The Hungarian people returned her youthful enthusiasm with the greatest ovation 
they knew how to bestow on an artist. But serious recognition actually came to her in 
Germany. Her winter season of 1902-03, commencing with a series of performances 
in Munich, set off a wild brush fire of enthusiasm. Wherever she appeared artists 
flocked to her in great numbers, but in the land of Goethe and Beethoven they went 
mad over her. In the most romantic style the German students would unhitch the 
horses from her carriage and draw her in triumph through the streets from the theatre 
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to her hotel. They serenaded her and tossed flowers at her feet every time she stepped 
onto the stage. 

Germany, at that period still an empire, had for the last thirty years enjoyed a state of 
uninterrupted peace. The liberal arts and sciences flourished. A new classicism found 
an upsurge especially notable in architecture. So when Isadora brought her dances 
inspired by Hellenic ideals, the youth of Germany saw in her a veritable goddess and 
spoke of her as the "divine" Isadora - enough to turn any woman’s head. 

But she had early learned to value the gifts of nature before those of fortune. And 
with her lively desire for learning more of what only the Old World could teach her 
through its free museums and libraries (at that period so sadly lacking in her own 
country) she decided to settle down in Berlin. She rented a pleasant apartment in 
Charlottenburg and spent her free time in deep thought and study. With disarming 
sincerity she told the German people: 

'' I come to Berlin to learn - I come as an eager & thirsty Pilgrim to drink from the 
Great fountain Head of German Knowledge & science -1 come as a wistful & timid 
weakling to be made strong - by contact with men & women who have been cradeled 
in the Birth place of such Giants as Von Humboldt, Goethe & Kant - I come as a 
Western Barbarian - to the home of Winckleman Schlegel, & {Haeckel} ... my entire 
Consciousness is trembling ... before these great shrines. ... At present you should 
leave me in my library - With the help of my big German dictionary, I am just 
learning the verb - to know. 

{10} Note for a lecture in Berlin in 1903, evidently an early draft of her "Dance of 
the Future" in Isadors Duncan’s copybook. In this draft, the name Haeckel is left 
blank. 

In Berlin she had obtained her first lucrative contract. By this time, since her inspired 
dancing of the "Blue Danube," she had broken away from her early, slightly 
formalized choreography. Now she was to move on to greater things, more ambitious 
in artistic conception, like the dancing of Beethoven’s Seventh Symphony, which 
Wagner called "the Apotheosis of Dance herself." It was a bold venture in dance 
history, on her part, for no one had ever before interpreted a symphony in dance. It 
was animated by her desire to weld the two sister arts music and dance, closer 
together. 

To dance a Beethoven symphony played by a concert orchestra conducted by no less 
a luminary than Arthur Nikisch was something entirely novel. The Berlin audience 
flocked to her recitals because the idea was sensational. Music lovers became 
entangled in hot debates as to whether or not the music of the masters needed this 
visualization. She had no alternative. No other music but the very best afforded her 
growing interpretive powers full scope of expression. Only in great music did she 
find inspiration for the grandiose conception harmonizing with her own lofty ideals. 

The writer Karl Fedem, who made her acquaintance at that time, gives the following 
impression of her: 
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The singular mixture of highest rapture for Greek culture and German philosophy 
together with her sure, free, and youthful Americanism, struck me as charming and 
informative. Her complete devotion to her idea compelled my friendship and help. 

" Isadora was then very slender and pretty. She had read a great deal, was full of fun 
and good spirits; was carefully guarded ... by her mother, much admired by her 
brothers and sisters and even a little feared, since she turned out to be not without 
feminine malice although at bottom kindhearted and good. 

Her spiritual and physical resistance were astounding. She could practice all day 
and in the evening, give a two hour long performance, go from the theatre to the 
station, take a train for St. Petersburg, and while her companions went to bed and 
rested, continue on to the theatre upon arrival for rehearsal and give another 
performance at night without feeling tired. 

{11} Translated from Federn, "Nuch Funfundzwaning Jahren," dated 1928, in 
Isadora Duncan. Der Tanz der Zukunft (The Dance of the Future) Eine Vorlesung 
(Jena 1929) [v-vi]. 

Of her dancing at this time (toward the end of 1902) he wrote: 

A simple scene ... a green carpet and a spacious gray-blue backdrop ... almost 
childish and laughable seems this stage decor until she appears, for then the scene 
changes with each of her dances and becomes real. So powerful is the mood she 
creates that we can see meadows and the flowers she gathers ... hear the waves break 
against the shore and surmise the approach in the distance of a fleet of ancient ships 
with billowing sails. 

Her entrance, her walk, her simple gesture of greeting are movements of beauty. 
She wears no tights, no frilled ballet skirts, her slender limbs gleam through the veils 
and her dance is religion. ... She appears as the Angel with Viol out of the painting by 
Ambrosio di Predis. A long, violet garment worn over grayish veils floats down to 
her bare feet. In her hair, which hangs loosely to her shoulders, she wears a crown of 
white and red roses. And the Quatrocento comes alive again before our eyes with all 
its innocence and deep religious feeling. 

"Pan and Echo" - a short Greek tunic, her hair tied into a knot. We ask ourselves: 
can this possibly be the same creature? With wonderful gestures expressive of the 
antique ideal, she resurrects the nostalgia of Hellas. How many statues have come to 
life in her! In a heavily draped long Greek attire, she mourns to music of Gluck over 
the death of Euridice, in rhythmic, measured, ceremonious grief that mounts and 
mounts until she sinks to the ground in despair. And then she appears again - this 
time the scene is darker, wrapped in sombre shadows, and her gown is colourless and 
floating like the shadows, and her movements are rapid and ghost-like: the shadows 
of the underworld listening to Orpheus. Suddenly the scene is bright again and 
everything is joy and contentment - Orpheus has found Euridice. 

" She has a dance without music, awesome and very gripping, called "Death and the 
Maiden."... as in Maeterlinck’s "Intruse," death announces itself unseen but intensely 
apprehended. ... The spectator feels a cold shiver run up and down his spine. 
Everyone has sensed the awesome presence of the destroyer. 

{12} ibid [iii—iv] quoting his introduction to the first printing of her lecture Isadora 
Duncan. Der Tanz der Zukunft (The Dance of the Future) Eine Vorlesung. Ubersedzt 
und Eingeleitet von Karl Federn (Leipzig 1903) 7-9. 
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Federn translated Nietzche’s Zarathustra for her, and she also evinced a keen interest 
in the works of Ernst Haeckel. She had read his The Riddle of the Universe in which 
he asserted the essential unity of organic and inorganic nature. Filled with admiration 
for his Darwinian theories of the origin of species, she wrote him a congratulatory 
message upon the occasion of his seventieth birthday. 

Dear Master... 

Your genius has brought light Into the darkness of many human souls. Your works 
have given me religion and understanding which counts for more than life with me ... 
all my love. 

Isadora Duncan 

The great scientist made his home in Jena but spent his birthday that year in Italy. He 
received so many congratulatory messages from all over the world that he was unable 
to answer each one personally. He had a note printed thanking his friends. On the 
back of one of them, he personally penned a letter to Isadora acknowledging her 
message. She treasured and kept his letter all her life. 

Bordighera, Park Hotel 
2 March 1904 
Much admired artiste! 

The receipt of your amiable letter together with the present of your beautiful pictures 
have given me much joy on my 70th birthday and I want to thank you heartily for 
them. 

I have been for quite a while a sincere admirer of your classic art (being an old 
admirer of the Greeks) and I hope at last within this present year to have the pleasure 
of making your aquaintance [acquaintance]. As author of the "Anthropogenic" I 
would be charmed to see in the harmonious movements of your graceful person the 
greatest creation of nature. 

I shall remain for the rest of the month in Bordighera at the Park Hotel. Middle of 
April I go back to Jena. As a return gift I shall then send you my picture. Please 
forward me your address for the month of May and let me know if you desire some of 
my pamphlets. 

With thanks and best wishes for the growing success of your art-reform along the 
lines of evolving nature, I remain, your sincere admirer. 

Ernst Haeckel 

{13} Translated from original in Irma Duncan Collection. 

Dear Master 

... I consider it a great honor that you have written to me. I have read your dear letter 
many times and can hardly believe that you dear Master, have written in this way to 
me. I have just returned from my performance at the Philharmonie and in the solitude 
of my room am thinking of you. Of your wonderful life-work, of your great human 
heart that has worked for all mankind. ... How I would love to dance for you! I am 
going to be in Bayreuth this summer and perhaps I can come to Jam and dance for 
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you in the open air perhaps under the trees. But my dances will only be a poor way to 
express my love and gratitude for you. 

... Now I must go to sleep since I have to travel tomorrow to Mannheim, Hannover, 
Luebeck and Hamburg etc. and later to Paris. Good-night dear Master, your 
Isadora Duncan. 

{14} In the Ernst Haeckel Archives, Jena, Germany; here retranslated from an article 
by Dr. Cuido Schmidt in the Berliner Tageblatt, 1927. 

Jena, 15 July 1904 
Much admired woman! 

Your letter and the for me particularly interesting photograph of you, have given me 
much pleasure. And I thank you also for the kind invitation to come and visit you at 
Phillips Rube in Bayreuth. I should love to accept if circumstances allowed me to do 
so, but unfortunately I am swamped with work and may not find time to come. I may 
not be able even to travel anywhere during my vacation August & September. 

I have never been in Bayreuth and naturally would very much like to attend the 
world-famous Festspiele - despite the little comprehension I have of serious music, 
and at the same time - above everything else! - to admire your wonderful art of which 
I have heard so much. But all tickets to the performances have been sold out, so I am 
given to understand. 

Anyhow I shall continue to hope that sooner or later I may meet you and have the 
opportunity to enjoy your art. With heartiest greetings and best wishes, 

Your devoted Ernst Haeckel 

{15} Translated from original in Irma Duncan Collection. 

Isadora took part in the Festspiele, that year under the direction of Frau Cosima 
Wagner, by dancing, with two girls of the local ballet, the three Graces in 
Tannhauser. The German scientist came and visited her there. 

Although all the artists sang her praises in Germany she also, upon occasion, 
encountered animadversion. One misguided and confused critic went so far as to print 
an article in the Berlin Morgen Post in 1903 entitled "Can miss Duncan Dance?" 
Comparing her technique unfavourably with that of the prima ballerina of the Berlin 
Opera, be declared Isadora lacking In either the correct figure or the required 
technique to establish a new art form. He proposed that the question of her 
qualifications should be put before the ballet masters of the world. "Fet them be the 
judge!" 

Isadora, who had concentrated on proving the obsolescence of the old-style ballet, 
declaring: "The principles of the ballet school are in direct opposition to what I am 
aiming at," did not let the insult go unchallenged. She sent a typical reply to the 
Morgen Post: 

Dear Sir; 

I was very much embarrassed on reading your esteemed paper to find that you had 
asked of so many admirable masters of the dance to expend such deep thought and 
consideration on so insignificant a subject as my humble self. I feel that much 
excellent literature was somewhat wasted on so unworthy a subject. And I suggest 
that instead of asking them Can Miss Duncan Dance?’ you should have called their 
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attention to a far more celebrated dancer — one who has been dancing in Berlin for 
some years before Miss Duncan appeared. A natural dancer who also in her style 
(which Miss Duncan tries to follow) is in direct opposition to the school of the ballet 
of today. 

The dancer I allude to is the statue of the dancing Maenade in the Berlin Museum. 
Now will you kindly write again to the admirable masters and mistresses of the ballet 
and ask them "Can the dancing Maenade Dance?" 

For this dancer of whom I speak has never tried to walk on the end of her toes. 
Neither has she spent much time in the practice of leaping in the air in order to find 
out how many times she could clap together her heels before she came down again. 
She neither wears corset or tights and her bare feet rest freely in her sandals. 

I believe a prize has been offered for the sculptor who could replace the broken arms 
in their original position. I suggest It might be even more useful for art of today to 
offer a prize for whoever could reproduce in life the heavenly pose of her body and 
the secret beauty of her movement. I suggest that your excellent paper might offer 
such a prize and the excellent masters and mistresses of the ballet compete for it. 
Perhaps after a trial of some years they will have learnt something about human 
anatomy, something about the beauty, the purity, the intelligence of the movements 
of the human body. Breathlessly awaiting their learned reply, I remain, most sincerely 

Isadora Duncan 

{16} Translated from a letter written for the Morgen Past in January or February 
1903. 

As a result of the controversy, the Berlin Presse Verein invited her to lecture on the 
"Dance of the Future." She complied with the request by reading a long and cleverly 
propounded treatise. The statement was later issued in pamphlet form and widely 
distributed in Germany and elsewhere and had much influence on modern thought on 
the subject. 

{17} The 1903 and 1929 editions are cited in notes 12 and 11 above. The first 
copyright edition was The Dance (Jena 1909). 

On that occasion, she promised in due time to found a school of her own 
where a hundred little girls shall be trained in my art, which they in turn will better. 
In this school I shall not teach the children to imitate my movements, but shall teach 
them to make their own. ... I shall help them to develop those movements which are 
natural to them. 

And so I say its the duty of the dance of the future to give first to the young artists 
who come to its door for instruction freer and [more] beautiful bodies - and to instruct 
them in movements that are in full harmony with nature.... 

The Dancer of the Future will be one whose body & soul have grown so 
harmoniously together that the natural language of that soul will have become the 
movement of the body. ... Her dance will belong to no Nationality but to all 
Humanity. 

{18} A reconstruction from incomplete notes in Isadora's 1903 copybook and the 
1903 text, pages 21-22, 24-25. 


29 



One day in 1904, while walking with an artist friend, Isadora came across a group of 
girls doing callisthenics with dumbells in the open courtyard of a school. Curious to 
see what they would do she stopped to watch them. The girls went though their 
exercises in a lifeless manner, dressed in woolen bloomers, middy blouses, black 
stockings and shoes. Isadora, always bent on reform, dreaming of a new race of 
beings clad in as few clothes as possible to permit the sun and air to reach the body 
and allow for maximum freedom of motion, said to her companion: 

"Consider these poor girls trying to exercise with all those horrible clothes on! One 
of these days I am going to change all that." 

"How are you going to bring that miracle about?" her friend asked, doubtfully 
bearing in mind the ingrained prudishness of the age they lived in. 

"I am determined to found a school," Isadora answered with conviction, "where 
children will walk barefoot in sandals just as I do, and wear short sleeveless tunics 
when they dance so they can move in utter freedom and be a fine example to all the 
other children in this world. They shall learn not to be ashamed to expose their limbs 
to the health-giving sun. And I shall teach them to dance, not in the stilted outworn 
tradition I found when a child, but in harmony with everything that is beautiful in 
nature." 

Determined as she was to create her "Dancer of the Future," she thought only in 
terms of health and happiness for all children on earth, rich and poor alike. In her 
youthful idealism, she desired immediately to adopt a limitless number in order to 
teach them the way to a better, more beautiful life. With extraordinary magnanimity, 
she unhesitantly used her own small capital, only recently acquired, to achieve this 
laudable end. She ardently wished to share with others - in the unselfish attitude of an 
inspired leader devoted to a lofty ideal - her revelation of truth and beauty. 

In December 1904 she founded her first school of the dance in Grunewald near 
Berlin, with her little niece as her first pupil. This unique, non-paying school, that 
endeavored to educate children though the medium of a natural dance was, however, 
not officially opened until January 1905. It was then that I, as one of her original 
pupils, enrolled there fifty-three years ago. 

My long dance career has been devoted entirely to furthering the doctrine and ideals 
of Isadora Duncan, that remarkable woman and great American artist, who was not 
only my inspired teacher, but also my beloved foster-mother. 

Irma Duncan 

* 

Duncan, Irma. Isadora Duncan, pioneer in the art of dance, 1958. Pp. 3-15. 
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